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i. 
Introduction 
Statement of the Problem 
To develop an approach to the teaching 
of music reading in the grades which will 
closely parallel the teaching of language 
reading. 
Purpose 
To evolve a method of teaching music 
reading that parallels as closely as possi-
ble the teaching of reading. To provide a 
framework within which the classroom teacher 
can work with ease and confidence. By so 
doing, it is hoped that she will find teach-
ing in the area of music reading profitable 
and interesting. Since children reflect the 
teacher's attitude, it is supposed that the 
children will not only have a better oppor-
tunity to learn the fundamentals of music 
reading, but will enjoy it. 
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Justification 
The purpose of education is to guide children into the 
paths of creative learning which aids them in attaining "the 
good life". Therefore, a child must be given the experiences 
which make for a responsible citizen working for his own per-
sonal welfare and that of his community and nation. The need 
for the arts in the curriculum to act as the integrating force 
which can make the larger aim a reality is now a recognized 
and accepted fact. Leaders in the fields of psychology, psy-
chiatry and general education are agreed that "the fine arts 
may become a common language, an inspiration, and an unifying 
influence in our nation. They bring enjoyment, recreation 
and release from tensions which the problems and difficulties 
1· 
of life create". 
Music, of all the arts, enjoys the unique position of 
serving as the catalytic agent which "can speed up communi-
cation, therefore it has the potentiality for becoming a 
major element in facilitating integrative processes" in the 
school curriculum. 2 If we accept this as the purpose and 
function of music in the school and life, it is important to 
develop, within our young people, - a deep appreciation for 
music. An appreciative attitude is achieved only through 
understanding. Understanding entails knowing; knowing, 
1Fay Adams, Educating America's Children, Ronald Press Company, 
New York, 1946, p. 18. 
2Lilla Belle Pitts, The Music Curriculum in a Changing World, 
Silver Burdett Company, 1944, P• 23. 
2. 
active participation and experiencing in all aspects of the 
subject. 
At this point, music educators disagree in their phil-
osophy regarding the best method to use in attaining the 
ultimate aim in music education, namely: an ability to par-
ticipate actively, understand and respond with sensitiveness 
to music in all of its moods. This writer believes that all 
the areas, listening, singing, dancing, instrument playing 
and music reading, are important to develop a true apprecia-
tion of music. Furthermore, greater appreciation is attained 
through active, rather than passive, participation. Passive 
receptivity is apt to occur when the child is not required 
to be actively engaged in directed singing, dancing, or play-
ing; therefore, he has not gained from the experience pro-
vided by the teacher because he was not stimulated to observe, 
generalize and absorb the knowledge revealed and make it his 
own~ Music reading, by its very nature, provides the stimulus, 
causing the child to reason, freeing him, making him inde-
pendent so that he may relive musical experiences whenever he 
pleases. If he has been successful in his independent efforts, 
he will be free to explore the rich field of music as he would 
the vast field of literature, with comprehension and pleasure. 
He will not be in constant need of a guide; he will have been 
freed so that impressions received musically may be recorded. 
Lack of technique has not proved to be a deterring and dis-
couraging factor. 
J. 
The fun enjoyed by boys and girls who are able to read 
music easily must be considered in deciding in favor of a 
progrrun which includes music reading. The tremendous joy ex-
perienced in singing a new song quickly, in harmony, because 
eyes, ears and mind have been trained to respond accurately 
can never be equalled when parts are laboriously drilled by 
rote and fall apart at the slightest upset. The thrill of 
belonging to a select group, both in school and in later 
life, is often possible as a direct result of a person's 
ability to read music intelligently. The type of activity 
which these groups engage in often provides the "means of 
self-expression, enjoyment, and creativeness needed for 'a 
way of life'". 1 The capacity to enjoy informal, recreational 
singing often depends upon past experience. Therefore, music 
reading is not a goal to be reached for its own sake, but a 
means to an end. It is an aid to those students who do not 
possess the inherent musical ability to read easily, natur-
ally, who are aided by logical presentation of the technical 
aspects of music to become fairly accurate and intelligent 
interpreters of the printed page. It is a road which leads 
to enrichment, both intellectually, emotionally and socially. 
It is desirable because it affords a sense of well-being 
which is always experienced when we come into close contact 
and understanding with the beautiful. 
1Fay Adams, op. cit., P• 435· 
A study of the possible means of bringing about this 
desirable outcome of music education, easily and happily, 
for all concerned is essential and worthwhile. 
Chapter I 
A Review of Literature 
I. Language Reading 
Research in relation to Reading Readiness 
"Reading readiness" is a term which came into wide use 
in the early 1920's. The interpretation of this term has 
varied according to the philosophy of the educator using it. 
The early twentieth century investigators used it to desig-
nate the pr~paration which precedes beginning reading. To-
day, it is recognized as an on-going process used at all 
times, regardless of grade levels, to ensure successful use 
of reading in any subject. 
There are three main interpretations of readiness. 
First, there are those educators who believe that it is the 
period in the child's life when he expresses the interest 
or desire to learn. Second, it is the time when the child 
attains the correct mental age. Third, it is a period of 
general growth, physically, mentally and socially. 
The factors which are involved in successfully learning 
to read have been recognized as the ability to discriminate 
through the eye and ear the likenesses and differences in 
words. That this ability C?D be taught and improved with 
training has been proven. 1 Early researchers were interested 
1Helen A. Murphy, An Evaluation of the Effect of Specific 
Training in Auditory and Visual Discrimination in Beginning 
Reading, Doctor of Education Dissertation, Boston University, 
1943· 
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in discovering the right time to undertake success£ully the 
development o£ these skills. They believed that success£ul 
reading was dependent upon intelligence and were concerned 
with the discovery o£ the correct mental age. 
In 1925, Gray1 made a study o£ all previous investiga-
tions. A summary o£ these investigations indicated that, al-
though intelligence in£luenced progress, other £actors were 
also important and should be considered. In 1930, Deputy2 
was also concerned with a study which would isolate those 
abilities or £actors which would make £or success£ul £irst 
grade reading. His investigations, making use o£ three read-
ing tests and the Pinter Cunningham composite which showed a 
high correlation, proved that, while intelligence was a very 
strong £actor in success£ully learning to read, "the ability 
demanded for success in intelligence tests is not identical 
with the ability necessary £or reading achievement". In 1931, 
Morphett and Washburne3 continued to search for the correct 
mental age. They noted that success in reading could be com-
fortably attained i£ it was delayed until the child had a 
mental age of six and one-half years. 
1William S. Gray, "Summary of Investigations Relating to Read-
ing", University of Chicago Supplementary Educational Mono-
graphs, No. 2B, University of Chicago Press, Chicago, 1925. 
2E. C. Deputy, "Predicting First Grade Reading Achievement -
A Study in Reading Readiness", Teachers College Contributions 
to Education, No. 426, Teachers College, Columbia University, 
New York, 1930, 1, 2. 
3Mabel V. Morphett and Carleton Washburne, "When Should Chil-
dren Begin to Read", Elementary School Journal, 31: 496-503, 
March 1931. 
Two other studies were conducted in 1931, supplying evi-
dence that mental age alone does not determine readiness to 
read. Davidson1 successfully taught four year olds, and Ra-
guse,2 children of five years' mental age. 
In 1932, ~mrion Monroe3 made a study which substantiates 
the studies of Davidson and Raguse. She found that children 
could learn to read who had a mental age of less than six 
years and six months; she also found that many who had at-
tained the six years and six months mental age still had dif-
ficulty in reading. She concluded that mental age alone does 
not guarantee success in learning to read. 
Other researchers bore out Monroe's findings. In 1937, 
Gates4 stated that, since no two first grades were the same, 
stress could not be laid upon the mental age. 
Investigations made in the late 1930's bear out earlier 
conclusions that intelligence or mental age alone does not 
ensure successful reading. In 1937, Hillard and Troxell5 made 
a study of informational background and its relation to read-
1H. P. Davidson, "An Experimental Study of Bright, Average, 
and Dull Children at the Four Year Mental Level", Genetic 
Psychology Monographs, Vol. 9, Nos. 3 and 4, 1931. 
2F. W. Raguse, "Qualitative and Quantitative Achievement in 
First Grade Reading", Teachers College Record, Vol. 32, Feb-
ruary 1931, PP• 424-426. 
3~mrion Monroe, Children Who Cannot Read, University of 
Chicago Press, Chicago, 1932. 
4A. I. Gates, "The Necessary Mental Age forBeginning Read-
ing", Elementary School Journal, Vol. 37, March 1937, PP• 498-
508. 
5c. H. Hillard and E. Troxell, "Informational Background as 
a Factor in Reading Readiness and Reading Progress", Ele-
mentary School Journal, Vol. 38, 1937, pp. 255-263. 
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ing. They concluded that children who approach the printed 
page with a rich meaningful experential background are more 
strongly equipped to read. Following the same trend of 
thought, Gray1 states the prerequisites for reading entail: 
1. Wide experience 
2. Reasonable facility in the use of ideas 
3· Reasonable command of English sentences 
4· Relatively wide speaking vocabulary 
5· Accuracy in visual and auditory discrimination 
In 1939, Gates, Bond and Russe112 summarized their find-
ings of a study which covered a period of five years with a 
comprehensive statement. 
"Reading readiness is something that children 
have acquired in varying degrees •••• it is something 
to be taught and not a series of attributes for the 
development of which a teacher can do nothing but 
wait •••• with few exceptions, the best tests for pre-
dicting reading progress are tests of abilities, 
interests, and techniques which can be learned, and 
consequently, successfully taught." 
In 1944, Ruth Strang3 made a study of the "Relationship 
between Certain Aspects of Intelligence and Certain Aspects 
of Reading". She made the following deductions: 
1William S. Gray, "The Teaching of Reading- A Second Report", 
36th Yearbook of the National Society for the Study of Edu-
cation, Part I, Public School Publishing Company, Blooming-
ton, Illinois, 1937, P• 79. 
2A. I. Gates, G. L. Bond, D. H. Russell, "Methods of Deter-
mining Reading Readiness", Elementary School Journal, Vol. 40, 
November 1939, pp. 165-167. 
3Ruth Strang, "Relationship between Certain Aspects of Intel-
ligence and Certain Aspects of Reading", Educational and _ 
Psychological Measurement, 13, November 1944, pp. 355-359. 
1. "Positive correlation exists between .reading 
and intelligence, but other factors also in-
fluence reading. 
2. "Upper intelligence groups are generally su-
perior to low intelligence groups, but mental 
age is no guarantee of success. 
3. "Correlations were higher between group tests 
of intelligence and reading than for Binet's." 
Continuing earlier studies, Morphett and Washburne1 arrived 
at the same conclusion - the "correlations between mental age 
and reading were somewhat higher when mental age was measured 
by the Detroit First Grade Intell igence Test than when meas-
ured by the Stanford Revision of the Simon Binet Scale". In 
evaluating research in regard to mental age and reading, 
Crossley2 points out that mental age is an important factor, 
but by itself is not a positive means of predicting success 
in beginning reading - "nor is it possible to isolate any one 
mental age with definite predictive qualities for every in-
dividual". 
Satisfied that factors other than mental age determine 
reading readiness, researchers began to consider the nature 
of these other factors . In 1934, McKee3 stressed the import-
10. 
ance of providing pupils with a rich and varied background of 
experiences from which they can draw meaning. Between the 
years 1936 and 1946 the same deductions were made by Harrison,4 
1Morphett and Washburne, op. cit. 
2B. A. Crossley, An Evaluation of the Effect of Lantern Slides 
on Auditory and Visual Discrimination of Word Elements, Doc-
tor of Education Thesis, Boston University School of Educa-
tion, 1948. 
3Paul McKee, Reading and Literature in the Elementary School, 
Houghton IVIifflin Company, Boston, 1934· 
~. Lucille Harrison, Reading Readiness, Houghton Mifflin Comp-
any, Boston, 1936. 
Wright, 1 Hillard and Troxell, 2 Gates, Bond, Russell3 and 
Betts.4 Their studies all bear the same implication: read-
ing readiness is made up of a number of factors among which 
intellectual development, physical condition, emotional growth 
and experience background are important. Therefore, readiness 
can be fostered through skillful teaching. 
11. 
Two of the many factors which make for readiness are 
auditory and visual discrimination. Meek5 was one of the 
first to analyze the manner in which words are perceived. Her 
conclusions follow: 
"Word perception depends to a large extent upon 
the ability to select certain characteristics of a 
word by which it may be recognized, the characteris-
tics used to identify the words frequent.ly varying 
with the situation in which the word occurs - the 
ability to recognize words by such characteristics 
as length, general configuration, peculiar shape of 
a letter, and the like, depends upon the formation 
of certain perceptual habits." 
Meek continues: 
1. "Children hit upon certain letters or groups of 
letters for means of identification of words. 
2. "Initial and final letters plus letters of pe-
culiar formation seem to be selected as clues. 
J. "The clue selected seems to be dependent upon 
the total situation setup." 
1w. w. Wright, Reading Readiness - A Prognostic Study Bulle-
tin of the School of Education, Bureau of Cooperative Re-
search, Indiana University, 1936. 
2c. H. Hillard and E. Troxell, op. cit. 
3A. I. Gates, G. L. Bond and D. H. Russell, op. cit. 
4Emmett A. Betts, Foundation of Reading Instruction, American 
Book Company, Boston, 1946. 
5Lois Meek, "A Study of Learning and Retention in Young Chil-
dren", Contribution to Education, No. 164, Teachers College, 
Columbia University, 1925. 
In 1928, Nila B. Smith1 explored the relationship be-
tween matching ability and reading ability. The coerricient 
of correlation was .87. Smith concluded that matching abil-
ity would be strongly indicative or possible success in read-
ing. 
An auditory discrimination study was conducted in 1932 
by Monroe. 2 She compared 32 non-readers with 32 unselected 
children to discover the inrluence or poor auditory discrim-
ination on reading defects. The children were asked to re-
spend to twenty pairs of words as being "the same" or "dif-
rerent". Another test required them to associate nonsense 
12. 
syllables with nonsense rorms. The results obtained through 
testing in language and hearing led Monroe to believe that 
"auditory discrimination or words may be a special derect in 
hearing just as color blindness is a special defect in vision". 
The inability to hear certain sounds may cause words to be 
conrused, thereby arfecting speech or reading, or both. Mon-
roe conducted another test in auditory discrimination and round 
a correlation of .66 .!. .04 between the auditory tests rrom the 
readiness battery and reading achievement. The visual test 
had a correlation or .60 + .04. In 1940, Murphy3 arrived at 
1Nila B. Smith, "Matching Ability as a Factor in First Grade 
Reading", Journal of Educational Psychology, 19, November 
1928, PP• 560-571. 
2Marion Monroe, op. cit., P• 93. 
3Helen A. Murphy, An Evaluation of Exercises ror Developing 
Auditor0 Discrimination in Beginning Reading, Master's Thesis, Boston niversity, 1940~ 
a similar conclusion when she said "the lack of auditory 
discrimination, that is, the power to distinguish similarities 
and differences in the sound of words, appears to be one cause 
for confusion in beginning reading". 
In his "Study of the Psychological Factors in Reading and 
Spelling", Acomb1 reports that 
1. "The ability to distinguish through visual and audi-
tory means, small differences between words, de-
pends some on mental age. 
2. "Visual and auditory discrimination are highly sig-
nificant in relation to reading ability. 
3· "Visual and auditory factors are definitely inter-
related - a correlation of .70 + .02 between read-
ing and visual memory of word pattern." 
Murphy and Junkins2 studied the effectiveness of forma-
lized teaching of auditory and visual discrimination of word 
elements. Tqe children who failed at the end of the first 
semester, in the first grade, were divided into three groups. 
Instruction for a period of six weeks was as follows: 
Group one taught for ten min. visual discrimination 
Group two taught for ten min. auditory discrimination 
Group three taught for ten min. no special instruction 
The following data were compiled: 
1. All groups improved, but special visual group made 
more progress than any other. 
2. Special auditory group made marked progress, while 
the other two groups showed almost no gain. 
3· The learning rate in two experimental groups was 
twice as great after training as before; the con-
trol group improved very little. 
4· Both sets of exercises appeared effective in caus-
ing reading ability. 
lAllan Acomb, Study of Psychological Factors in Reading and 
Spelling, Master of Education Thesis, Boston University 
School of Education, 1936. . 
2Helen A. Murphy and Kathryn M. Junkins, "Increasing the Rate 
of Learning in First Grade Reading", Education, 62, Septem-
ber 1941, PP• 37-39· 
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Using the Murphy tests, McFarland1 studied the relation-
ship between learning rate, auditory discrimination, visual 
discrimination and reading. She found the following corre-
lations: 
.666 ~ .039 for learning rate and reading, 
.655 + .039 for auditory discrimination and reading, 
·55 + .047 for visual discrimination and reading. 
McFarland concluded that the ability to use auditory and vis-
ual discrimination indicates probable success in reading. 
Granted that a child has attained the necessary mental 
age, has developed the necessary ability to make both audi-
tory and visual discriminations, he may still be unable to 
read. Research indicates that physical disabilities other 
than those of ear and eye and emotional blocks will also im-· 
pede progress. Children suffering from recurring illness, 
lack of stamina, cannot make the necessary concentrat·ed ef-
fort needed to learn. They should be referred to the school 
nurse for further help. Children having neurotic tendencies 
are often unsuccessful and conscious of their failure. They 
cannot possibly succeed until they have been helped to make 
an emotional adjustment. 
A group of educators have been interested in determining 
the emotional factors which form a mental block and hinder 
1Mary Estelle McFarland, The Relationship of Reading Factors 
to Success in Beginning Reading, Master of Education Thesis, 
Boston University School of Education, 1947. 
14. 
the reading progress. Hardwick1 notes that often the act of 
reading unsuccessfully may be the cause of emotional strain, 
or that an unrelated problem may be the cause. She concluded 
that emotional strain and reading disability may interact and 
that the problem must be solved before reading is undertaken. 
A study conducted at the Boston University Educational Clinic2 
on 517 retarded readers showed that 200 of them suffered some 
type of emotional disturbance ranging from a sense of dis-
couragement, nervousness, family trouble, to inferiority, 
insecurity and lack of confidence ·. Gates3 found that 75% of 
the retarded readers were also emotionally unstable. In 19% 
of the cases it was directly responsible for the reading dis-
ability. 
A study conducted by Zolkos4 to "Gain Information about 
the Effects of Emotional, Socio-economic, and Personality 
Factors on Reading Achievement" results in the following con-
elusion: 
1Rose S. Hardwick, "Types of Reading Disability", Childhood 
Education, 8, April 1932, PP• 423-427. 
2c. A. Bennett, T. B. Sullivan and V. Szymanski, A Survey of 
517 Cases Studied at the Boston University Clinic between 
1944 and 1949, Unpublished Master's Thesis, Boston Univer-
sity, 1950. · 
3A. I. Gates, "The Role of Personality Maladjustment in Read-
ing Disability", Pedagogical Seminary and Journal of Genetic 
Psychology, 59, September 1941, PP• 77-83. 
4Helena Zolkos, A Comparative Paired Study to Gain Information 
about the Effects of Emotional, Socio-economic, and Person-
ality Factors on Reading Achievement, Master of Education 
Thesis, Boston University School of Education, 1953. 
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''Reading calls to action the whole organism, 
and, whenever the equilibrium of the organism is 
disturbed by emotional, physical, or social handi-
caps, reading efficiency may be reduced greatly." 
Specific points noted are: 
1. The reading grade scores in the majority of cases 
were higher for children coming from the higher 
socio-economic than for those coming from the low 
socio-economic group. 
2. Higher reading grade scores were attained by the 
children "in whose personalities the factor of 
over-protection was not evident when their achieve-
ment was compared with that of the over-protected 
children". · 
3· Children who had desirable personality traits made 
higher reading scores than those who had undesir-
able personality traits; it would seem that unde-
sirable personality traits hinder ability to read. 
4· "It seems that some retardation in reading was evi-
dent on each grade level when dealing \vith children 
who had negative emotional, social, economic and 
personality factors. The lower reading grade score 
was most numerous when dealing with cases in grade 
I." 
5. "Although the difference in average reading achieve-
ment between boys and girls having negative person-
ality traits was not great, the higher reading 
achievement was attained by the boys on each grade 
level which may signify that girls' reading achieve-
ment may be more adversely affected by negative 
personality traits than that of boys." 
6. Children coming from emotionally disturbed homes 
scored lower and evidenced less interest in learn-
ing to read than children from emotionally stable 
homes. 
The findings of the above research would indicate that 
the home background plays an important part in fostering 
readiness. The parents have had an opportunity to mold the 
child and create attitudes for at least five years before the 
teacher begins to wor~ with him. If the child comes from a 
home where he is encouraged to explore, question, discover 
and experience, his ability to understand and to use language 
easily will be evident. Facility in the use of language is 
an important step in the readiness program. 
16. 
II. Music Reading 
Research in regard to Mental Age 
The available literature in regard to music reading . 
readiness is not as extensive as that available in the gen-
eral language field. Statements regarding the exact mental 
age necessary to begin music reading have not been determined 
through testing, but through teacher observation of groups of 
children's performances. Tests which measure musical ability 
or readiness have not been adequately refined to be consid-
ered infallible. 
Attempts to determine whether or not musical ability is 
inherited and its relationship to mental age have been dis-
cussed by Mursell and Glenn1 in their text "The Psychology of 
School Music Teaching". Two schools of research in music ex-
ist: one in European and the other, American; neither is ex-
tensive. An analysis of the research of the European school 
reveals that musical ability is not inherited in the same man-
ner as one's coloring. Musical ability seems to be quite 
specialized within family groups. People who are oustanding-
ly musical also possess outstanding all-round ability of a 
high level. This ability is generally manifested in an artis-
tic and literary manner. The investigators believe that their 
findings indicate that the general all-round ability is inher-
ited and that the environment was conducive to its development 
through music. A person with these qualifications could sue-
1Feis, Huecker, Ziehn, Kock, Mjoen, discussed in Mursell and 
Glenn. 
ceed in many fields. 
Mursell and Glenn consider these observations signifi-
cant in relation to the teaching of public school music. 
"We cannot, then, in music education, take the 
po~ition as to musicality that1 educators are in-cl1ned to take about the I.Q." 
"It suggests that music, if taught in such a 
way as to do justice to its natural psychological 
connections, should be taught in close contact with 
a wide range of culture. Musical ability is not a 
lonely ability. It2has natural affinities for other excellences." 
Other data regarding the characteristics of musical personal-
ities were investigated by the European School and reported 
by Mursell. The typical musical person possesses 
1. High-grade mentality and shows much versatility, 
particularly in literary and artistic fields. 
2. Close correlation between musical and mathemat-
ical ability. 
3· Likely to have notable linguistic ability. 
4. Qualities of effective social leadership. 
5. Is emotional, unstable, not very punctual or 
scientific. 
6. Physically healthy and active, endowed with 
strong appetitive tendencies. 
7• Sometimes has definite neurotic or hysterical 
tendencies. 
The study conducted by the European School may be considered 
a broad one; ~t believes that high intelligence and music-
ality go together. 
In America, research is very meager and often limited 
to the use of the Seashore tests. Mursell3 refers to inves-
18. 
1 James 
Music 
2 
1. Mursell and Mabelle Glenn, The Psychology 
Teaching, Silver, Burdett Company, New York, 
of School 
1931, P• 17 • 
----------------
, op. cit., p. 18. 
3 
' op. cit., p. 33· 
----------------
tigations made by Hollingworth who was unable to find "spec-
ial musical sensitivity in children. having an I.Q. above 
135"· The need for reliable tests in this field is readily 
apparent. Musicality, to date, can be only determined by 
the child's reaction and behavior towards music. 
Mursell and Glenn describe the musical child as the one 
who possesses "an inner urge towards music", although "he may 
not possess the talents of an artist or a composer". Tests 
which measure musical knowledge have been more reliable but 
do not fill the need. 
The need for a readiness program in music reading has 
been recognized by music educators. Some have consciously 
made use of the term "readiness"; some have not used this 
term but have, in reality, laid out a prereading course; 
others \ have not believed in it at all. Murse111 says that 
"authentic musical development depends upon readiness. The 
concept of readiness is of great importance and indubitable 
validity. But it is difficult to apply." Mursell is con-
sidering it difficult to apply because there are no real 
testing instruments available. Myers 2 defines readiness in 
relation to music reading as follows: 
"Music reading readiness is a term used to iden-
tify those skills and experiences that prepare a 
person to interpret the symbols of music immediately 
and automatically upon recognition." 
lJames 1. Mursell, Mu~ic in American Schools, Silver, Burdett 
Company, New York, 1943, pp. 62-63. 
2Louise Kifer Myers, Teaching Children Music, Prentice-Hall, 
Inc., New York, 1950. 
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The length of time needed to develop the skills necessary 
for effective music reading varies with the different schools 
of thought. She believes that the average class needs at 
least three years to build a tonal vocabulary and preferably 
four. Murse111 believes that two years is sufficient for 
most classes. He would begin to call attention to musical 
symbols in the second grade. Both Myers and Mursell believe 
in allowing the child to experience music through feeling, 
first, and notation later. Graham2 advocates the study of 
notation as soon as the child is able to carry a tune accu-
rately and match tone~, although he believes that teachers 
should use judgment in deciding how much technical knowledge 
should be taught at the first and second grade levels. 
The abilities which characterize music reading readiness 
are, in general, considered to be ability to sing in tune, 
an experience of singing with a wide repertoire of songs, 
an ability to read words with understanding, ability to feel 
the rhythmic and melodic elements in music and to respond 
with appropriate bodily motion, familiarity with the signs 
of notation. To this list Myers3 adds the necess.ity of feel-
ing the need to read notes. Murse114 indicates further the 
necessity of waiting until visual perception has matured, en-
abling the young child to see the printed page of music with 
ease. 
1 James L. Mursell, op. cit. 
2Percy Graham, Vocal Music in the Elementary Schools, Revised 
edition, C. C. Birchard, Boston, 1950. 
3Louise Kifer Myers, op. cit. 
4James L. Mursell, op. cit., P• 244· 
20. 
Readiness through Rhythm 
Early music educators have presented music as a purely 
intellectual and reasoning process. That much of the teach-
ing of this period did not produce either readers of music 
or lovers of music is a well-known fact. The remarkable re-
sults possible through the use of the body in rhythmic motion 
was demonstrated by Dalcroze.l Psychologists tell us that 
the young child must express himself in large bodily motions, 
that he is not physically capable of making small motions. 
We also know that activity is a great need not only for chil-
dren but for adults. The association of music with an activ-
ity such as skipping, running, etc., not only makes for a 
pleasant experience but also allows the child to grow and feel 
the way the music goes "in his bones", so that when he is con-
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fronted with the printed symbol he can readily assimilate it 
with understanding. Rhythmic activities can be used to show 
children the importance of listening, to the teacher, to the 
music; only by listening can we find out what it says. There-
fore, a program of readiness which is rich in directed rhythmic 
activity is considered valuable in the reading readiness pro-
gram. The importance of rhythm as an aid to child growth is 
stressed by Myers 2 when she says: 
1Dalcroze, translated by J. Pennington, The Importance of 
Being Rhythmic, G. P. Putnam's Sons, Knickerbocker Press, 
New York and London, 1925. 
2Louise Kifer Myers, op. cit. 
"A program of rhythms in the elementary school, 
planned and guided as carefully as the arithmetic 
or singing program, can contribute to the physical, 
intellectual, social and emotional growth of all 
elementary school children." 
Flagg1 defines rhythm as the element which "gives shape 
and significance to music". The manner in which it aids 
music reading at a later time is considered. 
"A continuous rhythm, experienced in the body, 
will assure musical timing, and spacing, and will 
aid in grasping tonal relations. Let rhythms carry 
your learning." 
Hood and Schultz 2 use the rhythmic approach to t ·each 
children to listen; it is the development of the rhythmic 
sense which causes children to listen and develop the audi-
tory discrimination imperative to effective music reading. 
Guided experiences in rhythm include experience in re-
sponding with the natural rhythDB- walking, running, skip-
ping; experience with imitative r hythms - being an elephant, 
a rabbit; experience with creative rhythms - doing what the 
music tells us to. 
Auditory Discrimination 
All music educators agree that music should be felt, 
heard, seen and then sung. Ability to hear a sequence of 
tones is an important factor in the readiness program. The 
ability to hear to.nes with the mind demands the formation of 
1Marion Flagg, Musical Learning, C. C. Birchard Company, Bos-
ton, 1949, PP• 66-69. 
2Marguerite 0. Hood and E. J. Schultz, Learning Music Through 
Rhythm, Ginn & Company, Boston, 1949. 
22. 
good listening habits which should have started in the 
rhythmic program. 
Murse111 believes that the ability to hear music cor-
rectly is a skill that can be developed with training. 
"The ability to hear music is exactly like the 
ability to hear language. Both come with training. 
Thus ear training must be carried on in and through 
the three kinds of musical projects - listening, 
performing and creating .. " 
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Since good listening is also the equivalent of good think-
ing, the children must be constantly motivated to listen for 
a specific element of the music. The ability to hear tone 
aurally, correctly, is a power which can be developed, except 
when the ear has suffered physical damage. It is possible to 
teach children to hear like phrases in the melody, to recog-
nize the beginning and the endings of phrases, to recognize 
harmony and key~ It is also possible to teach very young 
children to recognize tones which are high in pitch and low 
in pitch. They can recognize intensity and quality of sound. 
Children should develop an awareness of tones which are on the 
same pitch, or should be able to hear likenesses and differ-
ences for effective music reading. 
Flagg2 believes th at a ntuned ear is the goal for every 
childn. She believes that ttmusical learnings come into con-
sciousness through the ear. Musical learning takes place in 
t h e earn. Therefore, since t he ability to hold the tone in 
the ear is more or less a natural ability, varying with indi-
1James 1. Mursell and Mabelle Glenn, op. eft. 
2Marion Flagg, op. cit., PP• 47-69. 
viduals, it is important to develop it through practice. 
The known physical defects which keep our children from 
developing auditory discrimination are deviations of the vo-
cal mechanism, malformation of the tongue, nervous disorders, 
and lack of muscular coordination, injury of the ear. Pro-
longed colds or adenoids will also prevent the child from 
making the effort to learn. The teacher cannot do much about 
removing these difficulties other than recommending the child 
to the school nurse who, in turn, can consult the parents and 
a doctor .. 
The teacher can help the child to overcome his emotional 
and social disturbances. Young children are prone to suffer 
feelings of fear, timidity, insecurity, jealousy and infer-
. "t 1 ~or~ y. All of these fears will hinder the child from hear-
ing correctly and employing the vocal mechanism correctly to 
duplicate the tone he has heard. The teacher's concern at 
this point is to build a good attitude by making his experi-
ences in the classroom pleasant. 
Readiness through Visual Discrimination 
The steps which seem to have proven most effective in 
t he teaching of music have involved the development of rhythm 
through bodily motion and aural discrimination. After the 
child has developed sufficiently so that he has attained a 
vocabulary of "tone" which he can easily handle, he is ready 
to develop a sight vocabulary of the same tonal patterns. The 
1Pitts, Glenn, Waters, Guide and Teaching Suggestions, Ginn 
& Company, Boston, 1952. 
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development of accurate visual perception cannot be too highly 
· stressed for as Parks Grant1 has said - "musical notation does 
not indicate approximately how the music should sound; it in-
dicates exactly how the music should soundf'. This represents 
an enormous task for the young child, for he must t ·ranslate 
abstract symbols into sound. 
The eye of the average six-year-old child has not matured 
to the degree where he may easily perceive the printed page 
of notes with clarity and ease. In most instances he will 
not be ready to undertake this task until he is nine or ten 
years old. For this reason, Mursell, 2 Pitts,3 Myers,4 Per-
ham5 believe that the formal process of read-ing should not 
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begin until the end of the third grade - preferably the fourth. 
A test covering the period of three years was conducted by 
Crossley6 for the purpose of determining the value of delaying 
formal reading until the end of the third year versus the 
presentation of technical material at the first and second 
grade levels. Crossley's findings prove that "achievement 
1Parks Grant, Music for Elementary Teachers, Appleton-Century-
Crofts, Inc., 1951, P• 124. 
2 . 
James 1. Mursell, op. cit. 
3Lilla Belle Pitts, op. cit. 
4Louise Kifer Myers, op. cit. 
5Beatrice Perham, Music in the New School, Neil A. Kios Music 
Company, Chicago, 1947• 
6B. A. Crossley, The Construction and Evaluation of a Survey 
Test in Music for the Primary Grades, Master of Education 
Thesis, Boston University School of Education, 1946. 
is high even though the skills had been delayed to the third 
grade". 
The manner in which the eye functions in the process of 
music reading has been investigated by Otto Ortmann. 1 In 
general, the eye should make several sweeping motions from 
left to right. Good music readers are apt to read by meas-
ures or phrases. The eye in music reading is concerned with 
the great area which must be covered. Ortmann has arrived 
at the following conclusions regarding the span of vision in 
notereading. 'rhe eye must deal with symbols which extend in 
three dimensions - area. Notes which are printed on lines 
appear differently to the eye than notes printed on spaces; 
notes which are close together are more easily read than 
those which are spread apart. Notes which extend in one 
direction are more easily read than notes which extend in 
several directions. The geometric outline is very import-
ant , especially if the patterns are symmetrical - therefore, 
the importance of configuration. Vertical distributions of 
notes proved difficult only to those students who v-rere not 
familiar with notation; he concluded that the ability to per-
ceive phrases of music and groups of notes can be developed 
through training. On the whole sight-reading was difficult 
for those students with eye defects, although they possessed 
the kinesthetic ability. Further conclusion: a normal pupil 
1otto Ortmann, Span of Vision in No·tereading, ~lusic Ed. Year-
book, 1937, PP• 88~93. 
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experiences difficulty in reading only when he is unable to 
"group the distribution of the notes into greater perceptual 
units" .. 
The above study reveals the necessity of training the 
child to use visual discrimination, to decide whether the 
notes make a picture that sings "up", "down", or "straight 
across", to find the "like phrases" and frame them. 
In summation, four factors may be said to influence the 
average child's ability to read music. First, the musical 
experiences which he brings from home may be either rich and 
varied or non-existent. Therefore, the teacher's responsi-
bility begins with the task of providing many interesting and 
purposeful experiences, which will create a desire to know 
more about music. His ability to make fine discriminations, 
both through the ear and eye, are dependent upon his physical 
condition. Third, his emotional and social position will in-
fluence his will to learn. Fourth, since music reading is an 
intellectual activity, his general ability will also deter-
mine his ability to read. Motivation also plays an important 
part in learning to read. Children must be led to realize 
the importance of learning to read music, for its importance 
is not always apparent to him, thus, the tremendous need for 
many happy, pleasant experiences with music which are fun. 
The play element is essential for musical growth. 
The use of a variety of approaches to the subject of 
music reading is recognized by music educators.. All students 
will not respond to the same method. Outstanding aids to 
music reading are creative song writing, instrument playing 
and simple part singing. The exact method which is used in 
the teaching of reading will depend upon each individual 
teacher and child. For while some methods are apt to be more 
successful than others because they "cause the child to do 
the right thing", no two teachers can effectively make use 
of the same procedures without modification. 
In general, reading ability will come with normal chil-
dren when their experience with music has been successful, 
interesting, and within their ability. The objective may be 
obtained through the use of extensive, simple reading mater-
ial,1 when they feel the need of learning a new technique be-
cause they must have it to express themselves. 
1 B. A. Crossley, op. cit. 
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Chapter II 
Beginning Music Reading 
The following plans for the teaching of music reading 
in the elementary grades are based on the data obtained 
through testing and experiment in the general language field 
and music, as reported in the previous chapter. 
The development of music reading readiness should begin 
with the child's first contact with school music. This first 
experience with music through the song, rhythmic activity, or 
listening should be pleasant and enjoyable so that he will 
always associate music with feelings of pleasure and success. 
The importance of developing a good attitude toward music, 
more specifically in the classroom, of singing, cannot be too 
highly stressed. If a child finds the music period one which 
satisfies his emotional needs, he will be willing to approach 
the intellectual aspects of music reading when the time ar-
rives. wnile this paper is primarily concerned with the teach-
ing of music reading, the author realizes that children must 
feel that music is an activity which is "fun". For many chil-
dren the learning process, if carefully motivated, is "fun". 
The first grade is the crucial period when a child's 
attitude toward music is developed. His willingness to take 
an active part in the music period will depend upon his early 
experiences. These experiences do not start with his first 
grade teacher but within his home environment. However, for 
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all practical purposes this paper is concerned with the music 
the children experience in the classrooms. 
As a rule, the child enters the first grade with a speak-
ing vocabulary of three thousand words, an ability to carry 
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on a conversation, to make his needs known, to handle his 
speaking voice, to imitate spoken sounds. Likewise, a small 
group of children enter the first grade with a small reper-
toire of nursery songs and an ability to sing the latest "hit" 
tunes from beginning to end. These children who can handle 
their singing voices, who have experienced the pleasant sen-
sation of singing are in the minority. The majority are una-
ware of the difference between the speaking and singing voice, 
or if aware of it, unable to control them well enough to change 
readily from one to the other. 
The need to provide musical activities which will enable 
them to acquire their singing voices with ease is apparent. 
Rhythmic activities which develop discriminative listening 
are fun. Allow the child to center his attention upon some-
thing outisde of himself and act to free him from fear in ex-
pressing himself through song. Therefore, it is necessary to 
provide children with a rich background of rhythmic activity 
and song which becomes the vocabulary of song and tone from 
which to draw and build upon at a later date for the purposes 
of reading music. 
The average class will be ready to read music from the 
printed page at the fourth grade level providing the skills 
and experiences involved in the reading process have been 
skillfully and consciously taught. As stated above, activ-
ities of a rhythmic nature which cause a child to listen 
and do have been found to prepare him to translate the music 
signs readily and automatically when visually presented and 
recognized. These readiness activities begin in the first 
grade with the introduction of rhythmic games which teach a 
child hov.J to "listen to what the music says" and how to handle 
his body in making the required response. To be effective, 
the responses should be directed always by the music, which 
demands careful listening on the part of the child. Children 
who have been taught to respond to music because they "know 
what it is saying" will eventually be able to feel the flow 
of the rhythm and show it by singing with good phrase-vnse 
sense. 
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The following games are examples of rhythmic games which 
help children to control their bodies. They are most appealing 
at the first grade level but may be used also at the second 
grade level. 
"Humpty Dumpty" 
Our First Music, 
C. C. Birchard, 
Boston, 1941, 
P• 256. 
"Once upon a time there was a fellow 
who sat on a wall. Something hap-
pened to him." (Every child seems 
to know that it was Humpty Dumpty 
and finish the phrase "had a great 
fall".) "Do you remember what hap-
pened after he had his great fall? 
Yes, all the king's horses and all 
the king's men couldn't put Humpty 
togeti:er again. 
"I wonder if you can be Humpty today. 
Let's sit on the side of our desks 
"Pop Goes the Weasel" 
First Grade Book, 
Ginn & Company, Boston, 
1949, P• 17. 
and pretend that it's the wall." 
(Sing song. If children do not 
voluntarily jump to floor, follow 
with more discussion. If necessary, 
pantomime it yourself.) 
"Here's a short little song that 
you've probably heard your big 
brothers and sisters sing. Listen." 
(Sing "Pop Goes the Weasel".) "You 
know I think that this is a funny 
song. Can you tell why I think that 
it's funny?" (Discuss.) 
"I think it's funny because there's 
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a monkey chasing a weasel." {Sing 
the song over and over so that chil-
dren can discover the answers to the 
questions. Line of questioning and 
development may take an entirely 
different course, all depending upon 
the children's answers.) 
"This time I wonder if you can listen 
very carefully to the music and every-
time the music stops, squat on the 
floor just as fast as you can. When 
the music starts again, stand up fast. 
Are you ready? Here we go!" {Sing 
the song stopping at the end of 
phrases. Ex.: "All around the chick-
en coop, the monkey chased the weasel", 
stop, etc.) 
Variations 
This song may be varied by having the 
children go round the room and squat 
when the music stops. Children freeze 
like funny statues when the music stops. 
Walk around the room; change line of 
direction everytime you hear a sharp 
sound. If you're singing, clap; if 
you're playing the piano, play a loud 
chord. Each time it should come at the 
end of a phrase. Discuss the various 
ways in which you can move - forward, 
backward, sideways, and up and down. 
This is the foundation of recognition 
of musical phrases. Use the word 
casually; don't expect children at this 
age to explain it in words; let them 
"sense" it. 
"I'm Tall, I'm Very 
Tall" 
Our First Music, 
P• 42. 
"How tall can you make yourself? 
Very tall? Show me." (Children 
generally stand stiff as tin 
soldiers .. ) "Ho'ltl would you make 
yourself tall enough so that you 
could reach way up and touch a 
star in the sky? Yes, we'd have 
to reach way up and stretch our 
arms and fingers just as far as 
we can. Let's s-t-r-e-t-c-h to-
gether!" 
"You know how to make yourself very 
tall. Show me how you would make 
yourself very small?" {Discuss) 
"Yes, you'd have to get as close 
to the floor as you can. Let's 
squat together - arms around our 
knees." 
"I'm going to sing a song today that 
tells us what to do. Listen hard 
and see if you can do what the song 
tells us to." (Sing and play "I'm 
Tall, I'm Very Tall, I'm Small, I'm 
Very Small" from Our First 1-lusic, 
P• 42 . ) 
(Develop the concept of "tall" and 
"small" by discussing the things 
that can be "tall" or "small" and 
pretending that we are t hose ob-
jects.) 
Ex . : Tall trees 
Tall buildings 
Tall people or giants 
Small as a mouse 
Small as a needle 
Small as a raindrop 
Small as an ant 
Small as a seed 
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Further discussion might lead to the 
way in which a small, or tiny, thing 
can grow until it is ~' ~ tall. 
Ex.: A little bean seed growing 
to be big enough to hold 
Jack when he climbs the bean-
stalk . 
"See-Saw" 
Our First Music, 
p. 250 
"Mind the Music!" 
Days of Make-Believe, C. A. Christie, 
Clayton F. Summy Co., 
New York, 1935, P• 91. 
"Swingingrr 
Our First .Music 
p. 6a .. 
As children offer each idea, you can 
sing it in scale form, starting with 
low do and going up to high do. 
1 2 3 4 5 6 7 8 
"I'm a little seed, see me grow." 
Big enough am I to hold Jack. 
Tall enough am I to reach the sky .. 
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To develop a child's ability to re-
spond with imagination, suggest that 
he be as wide as a house, thin as a 
rail, round as an orange, flat as a 
pancak~. Let the children make orig-
inal suggestions; adapt them to scale 
singing. Nonsense items make for the 
most fun. 
In succeeding lessons when playing 
"I'm Tall, I'm Very Tall", remind 
them that they are going to pluck a 
star from the sky. Immediately sing 
"Twinkle, Twinkle, Little Star" .. 
"I'm thinking of a fellow whose name 
is Jack. Jack worked for a living, 
but he worked so slowly that his mas-
ter wouldn't pay him any more than a 
penny a day." (Generally, children 
think of many nursery rhymes with 
Jacks in them. Help them to discover 
the song by singing it if they can't 
guess it easily. Discuss the ways 
in which we coul d be see-saws.) 
nToday we're going to sing about a 
little dog. His name is Dick. Dick 
has very sharp ears and hears every-
thing that I have to say. There's 
something very special for Dick to 
do. Are your ears as sharp as Dick's? 
They are? Fine! Let's stand tall 
beside our chairs. Be TTJ.V1y Dog Dick"." 
nToday is such a beautiful day that 
I'd like to spend it outdoors on a 
swing. Come along - we're going to 
touch the sky.n (For variation, ask 
the children to think of all the ways 
you can swing - forward, backward, 
sideways; some will even say in a 
circle. ) 
"Swing, Cradle, Swing" 
Our First Music, 
P• 27 • 
"Clap Your Hands" 
First Grade Book, 
p.. 20a. 
"The Little Red Wagon" 
Songs to Grow On, 
B. Landeck, Edward B. 
l~arks, Music Publishers, 
P· 70. 
"Little Red Wagon" 
Children's Record Guild, 
New York. 
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"Sometimes we swing other people or 
things. vfuo do you think you would 
like to swing? Do you suppose you'd 
like to swing someone bigger or 
smaller than yourself? I think I 
would like to swing someone s maller, 
or a lot smaller than I am. \~o do 
you have in your family that's much 
smaller than you are? A baby? Let's 
swing the baby." 
(Sing nswing, Cradle, Swing". Through 
class discussion decide that the baby 
would have to be gently swung; other-
wise he'd fall out of his cradle. 
Swing the cradle with the baby.) 
"Today I'd like to sing a song for you 
that asks us to do something with our 
hands. Listen." (Sing.} "What does 
the song ask us to do? Clap our hands~ 
Yes. Show me how you think the song 
would like to have us clap our hands." 
(Sing and clap.) "I wonder if your 
ears are as sharp as Dick's. Can you 
tell me when the music asks us to clap 
fast and when it asks us to clap slowly? 
Let's listen again. Now let's listen 
hard to the music all t he time and clap 
slowly where it tells us to clap slowly 
and fast when it tells us to clap fast." 
(Sing and clap again.} 
To sing. This song may be used to 
develop original ideas of "what to 
do". Little children may enjoy the 
idea of sometimes traveling forward 
and backwards in their little red 
wagon. 
By listening to the music and moving 
to the music, let the children dis-
cover that the best places to change 
their line of direction is at the end 
of phrases. They may like to step 
around the room single file, or they 
may feel that it would be better to 
make a circle. This is another song 
that may be used to develop the nphrase 
sense". 
"Shoo-fly" 
Songs to Grow On, 
P• 108. 
Another song to listen to, move to 
and decide where to change the line 
of direction. Children may like to 
have a circle and to go around ex-
changing right hands, or one person 
go in and out of the circle while 
others sing and clap. 
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The rhythmic activities above have been cited as exam-
ples of songs which may be used to accustom children to lis-
ten to the music and decide what it says to do. Other rhythmic 
activities may be of a directed type in which the children are 
definitely asked to march, skip, jump, run, tiptoe, swing, or 
gallop. 
American Singer, Book I 
American Book Co., 
New York. 1944. 
Our First Music, 
Birchard, 1941. 
The First Grade Book, 
Ginn, 1949· 
Our First Music 
First Grade Book 
Our First Music 
Page 112 
114 
115 
Page 
Page 
116 
117· 
119 
121 
122 
63 
16 
17 
"Walking Song" 
Listen and do. 
Listen and do - "Soldier's 
March". Discuss that this 
is a march so we move 
faster and more lively. 
"Badinage". Listen to find 
out how we would move to 
this music - fast or slow -
running. 
"The Fair" -
"A Tiny Man" 
"In the Hall 
King". 
"Jump, Jump". 
listen and do. 
- tiptoeing. 
of the Mountain 
. 
Skipping ("Hip-pi-ty Hop", 
"Sally Go Round the Chimney 
Pot") 
Skipping - "Welsh Air". 
"Skipping Theme" (Also on 
Victor Rhythm Album One.) 
Page 114 "Galloping" 
Page 
Page 
24 
6 
12 
"The Wild Horseman", Schu-
mann. (Also Victor Album Two.) 
"Swinging" 
"Whispering Leaves and Trees" 
American Singer, Book I Page 133 
134 
144 
145 
"Sliding" 
"Skaters' \'ialtz" 
"Oh, \'lhere is My Little 
Dog Gone?" 
"Blue Danube -\tfaltz" 
The above songs and their suggested rhythmic activities 
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are only examples of the type o·f directed music activity which 
contributes to a child's musical growth. Many songs which would 
provide the same experience are necessary. 
To develop keen ears, ears which really "hear", the 
teacher must constantly remind the children to listen and 
what to listen for. Children are always surprised to dis-
coer how many sounds they hear outside of their classroom 
when they stop and listen intently. Many of these sounds are 
often in the background and pass unnoticed until they do stop 
and listen. This generally suffices to point out the neces-
sity for keeping our ears open; otherwise, we'll miss many of 
t he interesting sounds around us and in the songs we listen to. 
Some sounds are readily heard because they are loud, and some 
barely audible sounds are soft. There is also a difference 
in the origin of the sounds we hear: some are sounds made by 
nature; others are man-made sounds. The effect of these sounds 
upon our nerves serves to heighten interest in sounds and lis-
tening for them. Some sounds are pleasant; some are unpleas-
ant; some sounds remind us of pleasant experiences; others of 
sad ones. Some sounds have a rhythmic pattern all their own. 
Example: sound of the wind through the trees, or the sound of 
the drill out in the street; both have their own way of traveling 
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along. Some sounds have many variations in pitch. Example: 
hissing radiator. 
To transfer the art of listening to music, choose a short 
piece such as "The Cuckoo Clock", page 79 of Our First Music 
and ask the children to make use of their new listening ears. 
Tell the story of the cuckoo bird who lives in the cuckoo clock 
and tells the time of day. Play the music asking t he chi ldren 
t o give the answers . 
Our First Music Page 32 "A What and Vfu en Puzzle" 
11 "The Fairy Piper Plays" 
64 "Bells of Osney" 
"There is a church f a r 
across the sea that has 
six famous bells. Can you 
count each bell as it rings 
in this little song?" 
186 "The Bells" 
"Here's another song about 
bells. Can you tell when 
t he bells are ringing? 
Listen." 
270 "Raindrops" 
"Here's a song t hat sings 
pit-a-pat over and over 
again." (Listen and sing.} 
"Do you know what · a good 
name would be fo r thi s s ong? 
Raindrops." (Develop t hi s 
point as necessary .) " Li s-
ten and find out how th e 
raindrops are f alling. Do 
you suppose you can tap your 
fingers on your desk in time 
to the pit-a- pat of the rain-
drops?" 
Expand the "Do you know what 
your name is" game into a 
rhythmic game, singing and 
stepping to t he rhythm of 
t he name. 
nshhhhhh .... Bang!" 
YPR-M04, 
Young People's Records, 
Greystone Corp., 
New York. 
"Santa's Coming" 
First Grade r1usi c, 
P• 96. 
"Up On the Housetop" 
First Grade Music, 
P• 97. 
Ex.: IVla - ry = tt--• • 
Buf-fa-lo ~ .t-J = 
-
Ann = .) 
This is a story record which calls 
attention to the sound around us. 
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It is intended to develop discrimina-
tive ability in distinguishing between 
loud sounds or noises and soft or 
quiet sounds. 
"Tod~y l'd like to sing a song to you 
about something special on Santa's 
sleigh. No, it's not his reindeer. 
Listen. Yes, this song sings about 
the sleighbells. What do the sleigh-
bells sing? Listen again and find out. 
Yes, Santa's bells sing ting-a-ling-a-
ling way up high. Wonder if you can 
be Santa's bells and sing with me every-
time they ring. Here we go! Do you 
knovl what we call these?" (Show sleigh-
bells or hand bells.) "Who would like 
to play the bells? Where do you think 
we should ring the bells? Yes, I t hink 
so - on the same places where we sang 
ting-a-ling-a-ling." 
"Listen for the place in the music t hat 
tells us that the reindeer have reached 
the housetop.n (Play with rhythm 
sticks.) 
The simple rhythm work with the sleighbells encourages 
the child to listen to the music and decide for himself where 
it would be best to play. A more directed type of rhythm band 
experience would require the child to listen, feel the rhythmic 
pattern and respond with a set pattern supplied by the teacher. 
In this manner, the child hears and feels the rhythmic pattern 
and phrasewise construction long before he associates them with 
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a music symbol. The piano is the best medium to use to intro-
duce rhythm band work. 
"September and School" 
Our First Music, 
P• 7· 
"Did You Ever See A 
Lassie?" 
Our First Music, p. 9· 
"Join the Band" 
Our First Music, 
p . 12. 
This is a song which may be taught 
during the first week of school. 
"Here's a song that we might sing 
about ourselves as we walk along to 
school . Let's pretend that we're 
walking to school and singing our 
song." (Sing and walk around the 
room.) "How many boys and girls 
can feel the music in their feet? 
It's saying left, right, left, 
right in an easy way. I can hear 
it singing one, two, one, two. This 
time as we walk around do you sup-
pose that you could play your rhythm 
sticks? Let's try it. This time 
let's stand still and play our rhythm 
sticks. Let's make the rhythm sticks 
travel the way our feet travelled." 
Use with rhythm sticks in the same 
way as the "September and Schoolf' 
song. 
"The song that we're going to hear 
today is about something very special. 
Many of you like to watch it and lis-
ten to it as it passes down the street. 
Listen. n (Play . ) "'\\1hat' s the song 
about? A band. This time I'm going 
to play the band song again . Listen. 
What does the music say? v~at does 
it make you feel like doing? Yes, I 
feel like marching right along with 
the big boys and girls in the band. 
Left, right, left, right. Can you 
think of something else that we might 
sing to ourselves besides left, right, 
etc. Listen." (Play.) "How does 
the music swing along? Well, I'll 
help you. It's singing one, two, one, 
two . I'll play it again and see if 
you can't hear it swinging along in 
two's. How many boys and girls no-
ticed that sometimes the music is 
very soft and sometimes it's very 
loud. Let's raise our hands every-
time \'l e hear a soft part in the music 
"Yankee Doodlen 
Our First rvlusic, 
P· 96. 
and put them down when the music is 
loud." (Play.) 
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"What instrument · do we have in our 
band that would sound well on the 
soft part? A triangle. I think 
that an instrument that would sound 
tinkly and soft would be best. Does 
the triangle sound tinkly? Let's 
try it. Yes, a triangle would do 
very nicely for all of the soft 
places. Let's play them. Listen to 
the music so that you' 11 knov;r when 
to play them. What could we play 
on all of the loud places in our song? 
A drum could be used, but I can think 
of another instrument that would really 
walk along, one, two, one, two, left, 
right, left, right. I'm thinking of 
the rhythm sticks. Let's have all 
the rhythm sticks play on all the loud 
places. Good! Now, let's have all 
the sticks play on the loud parts and 
the triangles play on the soft parts." 
"The song that we're going to sing to-
day is so old that nobody can quite 
remember when it was first sung. w'le 
do know that it was sung by the Brit-
ish soldiers during the Revolutionary 
War when our country was very, very 
young. If you've heard your big 
brothers and sisters sing this song 
and you know it, sing it with me." (Sing .) · 
"You know people like to sing this song 
because the words are funny and the 
tune is so lively. Vfuo knows what 
'lively' means? Fast, happy music. 
Yankee Doodle's music makes me feel 
like clapping." (Sing and clap.) 
"Can you how this music travelled? 
Listen again. Yes, that boy has it• 
Yankee Doodle's music swings along 
by two's. Let's see if we can count 
and clap it while I play it on the 
piano." 
"What instrument could we use to keep 
Children's Record Guild 
Greystone Educational 
Activities Division, 
New York 
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the beat for us? Yes, last time 
when we wanted the music to march 
along we used rhythm sticks, but 
there's another instrument that will 
help us to keep the beat - a drum." 
(Beat on the first and seond beat of 
'every measure. ) 
"Yankee Doodle is such a lively song 
that I think we could use more instru-
ments. vVhich one would you like to 
add? Let's add the sticks; they can 
beat in two's, too. How about an in-
strument that would sound up high? 
A triangle would sound well. Do you 
think that the triangle should play 
all the time? Where do you think the 
triangle would sound best?" (Through 
deduction we hope that they will de-
cide on the first beat of every meas-
ure.) "There's another instrument 
that we could play to make this song 
sound even more exciting. This in-
strument makes a terrific clash. Cym-
bals! We wouldn't want to hear the 
cymbals all the way through the music 
because we wouldn't have a chance to 
hear the soft triangle. vfuere should 
v-re play the cymbals? Yes, I think we 'd 
like them on the chorus. Let's try it.n 
"Little Red 'lagon11 
"Wheel A-turning" 
"Git on Boardn 
"Now Let Me Fly" 
"Song in My Heart" 
TTEensie Beens~e Spider" 
"Skip to r.-Iy Lou" 
"Hammering Song" 
" \Vho Fants a Ride?" 
"Giddy-ap Ponyn 
"Hay Ride" 
nTugboat and t he Frei ght,e r" 
"Who Wants a Ride? 11 
The records listed above should stimul ate a chi ld's i mag-
ination and encourage him to experiment wi t h rhythm. 
Children who have sung, danced, listened and played with 
r hythm should be able to mak e the transition from the felt 
r hythm to its printed musical representation with ease. The 
examples which have been offered above are only examples . Ex-
periences of this type would have to be provided many times 
befor e notesinging is attempted. 
The reading readiness program in music, i f carefully 
developed and motivated, should permit boys and girls to ap-
proach the printed page with a degree of comprehension and en-
joyment equal to their achievement in the general language 
field . The skills which are taught in the first t hree grades 
closely parallel those of the language reading field. 
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Music should be presented through the play element, the 
child's medium for easy growth. The listening habits - good 
listening habits - should be very firmly grounded, as well as 
the habit of "attending" . Evidence has been cited which proves 
that auditory discrimination demands special practice and t hat 
it can be taught . Betts' 1 use of t h e piano to teach the recog-
nition of high and low tones in word reading has proved a val-
uable aid. The music reading program should include similar 
practice in consciously developing auditory discrimination. 
The following plans are offered as a means of i ntroducing the 
concept of pitch and tone. 
1Emrnett Betts, Foundations to Reading Instruction, Row-Peterson 
Company, New York, 1946. 
"The Singer" 
Songs of Childhood, 
Music Education Series, 
Ginn & Co., Boston, 
1923. 
"The Chime Song" 
American Singer, Book I, 
P• 8. 
The Pitchpipe Game 
"This morning I'm going to sing a 
song that tells all about myself." 
(Sing.) "Vmat do you suppose would 
be a good name for this song? You 
don't know? Listen again. Tfuat am 
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I doing in this song? Singing. Well, 
if a person were dancing , you'd cal l 
him a dancer, and if he were playing, 
he'd be a player. Now, what will you 
call me if I'm singing? A singer! 
Listen to the song about the singer 
again. Can you tell me where he sends 
his voice?" (Sing the s ong again and 
this time use hand motions. On the 
word "high" hands placed on the fore-
head in the same position as i n the 
flag salute; on the word "low" hand 
at waist; on the word ''middle", hand 
slightly below nose. Keep the hand 
positions exact each time so that the 
children will associate them with the 
word and tone they hear. Discuss 
where the singer sends his voice.) 
"Sing the song with me. Se e if you 
can show the high, low and middle 
tones that the singer s i ngs." (Sing, 
providing the pattern with voice and 
hand. Learn this song very carefully. 
Have individual singing.) 
After the class has learned the hand 
positions and their meaning in "The 
Singer", teach "The Chimes". Use the 
phrase "drawing a picture of the way 
our song travels with our hands in 
the air"e On the scale passages start 
up high and move the hand down one 
step at a time, ending on the "low" 
tone - hand at waist. 
Ask the class to notice that the 
"Chime Song" starts way up high. 
After the class has sung the song 
well, ask them to find the two places 
in the song that sound just the· same. 
Draw the picture over and over until 
they get it. 
"How many of you have had sharp eyes 
and noticed that I always carry this 
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little round black thing in my hand." 
(Show pitchpipe.) "Do you know what 
we call it? A harmonica! Yes, it 
does sing something like a harmonica." 
(Develop this point. Children have 
many ideas to offer.) "Yes, it's like 
a whistle; it sings out tones, but 
it's not called any of those names. 
There's a game that the big boys and 
men play where one of them pitches. 
What's the name of that game? Base-
ball. Do you know what we call the 
fellow. who throws the ball to the 
batter? A pitcher. \'lhat does the 
pitcher throw out? Balls? Well, a 
pitchpipe" {show it) "doesn't throw 
out, or pitch balls, but it does sing 
out tones. It does pitch or throw 
out tones." 
"When you want to catch a ball, you 
use your - hands. vfuat do you sup-
pose you'll use when you want to 
catch a tone that the pitchpipe throws 
out? Your hands? No, but there's 
another way that you can catch a tone 
and hold it. You have to have some-
thing that's as big as a bunny's. Now 
you've guessed- it. Big ears that hear 
everything that there is to hear . How 
will you catch the tones that the 
pitchpipe sings? With your ears, by 
listening carefully. See if you can 
catch this tone with your ears. Ready?" 
{Blowe fourth space on the pitchpipe.) 
"Did you catch that tone with your 
ears? Show me with your hands where 
that tone lives. Way up high." {Let 
class imitate • . Blow pitch of f, first 
space . ) "This tone sounds down low, 
and this tone" (3rd space c) "sounds 
in the middle." 
This game has to be played quite often 
for successful results. Children should 
be encouraged to use "their listening 
ears" rather than guessing. The teacher 
can gradually make the children inde-
pendent by requiring them to supply the 
correct hand motion before she he r self 
shows it. As the children can disting-
uish these three tones, add the other 
tones of the scale. 
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The pitchpipe game can be expanded 
so that children learn to distinguish 
the difference between two tones of 
the same pitch and two tones of dif-
ferent pitches. 
Ex. : Blo\l'l pitch of f, fifth line. 
"Listen, here's the second tone." 
{Blow f again.) "Can you tell if 
both tones are the same or dif-
ferent?" {With practice, they 
will recognize two tones that 
are the same.) 
Blow pitch f, fifth line. TTThis 
is the first tone; here's the 
second." (Blow c, third space.) 
"Do you think they are the same 
or different?" (Again, with prac-
tice, the children will learn that 
they are different. Continue to 
use the expression "draw a pic-
ture of the way the song travels 
with our hands".) 
Practice all the tones of the sca le in 
this manner, even though you're not 
using the term scale. Gradually have 
the children tell \vhether t he second 
tone is higher or lower than the first. 
Use all tones of the scale in sequence. 
Ex.: F fifth line followed bye fourth 
space. Children show position of 
the tones with hands. Recognize 
the first tone as being the highest 
tone; recognize the second tone as 
being a little lower; continue 
dmm the scale, two adjacent tones 
at a time. Ask the children to 
tell v1hether the tones travelled 
from high to lovl or low to high. 
If the preceding ear work has been 
taught correctly, they will be 
able to answer correctly at once. 
Each step in the pitchpipe game should 
end with the class and individual chil-
dren matching t he tone which they have 
heard with their own singing voices. 
The syllable "loo" works well. 
"The Music Listening 
Game", YPR, 
Young People 's Records, 
Inc. 
As the children develop the ability 
to distinguish between high, low and 
medium pitches and tone direction, 
t he element of duration may be added. 
Ex.: "Here are two tones. Listen 
hard. Do you think they travelled 
fast or slow?" (Vary with dif-
ferent combinations, asking chil-
dren to identify tones which travel 
evenly, smoothly and slowly such 
as 
lvla - ry James 
• 
-\ I 
tones which move evenly but quickly 
tones 
Jim - my 
which Yravef along 
1. -~ ...\ 
An - na - belle 
unevenly 
The "name stepping game" which ir.ra s used 
earlier might be reviewed and developed 
at this time. Children will be inter-
ested to notice that some names move 
smoothly and some fast. If you are us-
ing this device at a second or third 
grade level, they might be interested 
in writing out the rhythms which their 
names make using dashes and notes. 
Ex.: 
Bruce = 
Da - vid =--
The - re - sa = - - -- \:: \" 
- , -
This is another story record which makes 
a game out of ear training. 
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"The Music Listening Song" 
I'm a funny, funny song - you'll soon 
find out. 
I can stay right here or jump about. 
So stretch right up and make a try, 
to catch me as I go up high. 
I can't stay up here very long, 
Because I'd be a squeaky song. 
So down I glide so very fast -
Until I .come back home at last. 
The song used for discriminative lis-
tening for variations in pitch is 
The Muffin Man. The children are 
asked to decide which tones are the 
same, which tones travel up, which 
travel down. 
Ex.: The Muffin Man 
Start Same Up Same Up Up Down Same 
Oh, do you know the muf-fin 
Down Down Up Same 
The muf- fin man, etc. 
Presentation of the Scale 
The scale may be presented, as such, either at the end of 
the first year or at the beginning of the second year in school. 
The children have learn$d the songs about the Singer and 
the corresponding pitch games. They have also learned songs 
about the Chimes or Morning Bells which present a descending 
scale with syllable names. They have made extensive use of 
hand motions, always showing the direction in which "our song 
travels". The song "scales" from Graham's Essential Songs1 
provides an excellent pattern for both the descending and as-
lpercy Graham, Essential Songs, American Book Company, Boston, 
1937, P• 7• 
man 
cending scale. Motivation is provided by the 'song itself 
with a discussion of the three types of scales which we may 
have - weighing scales, fish scales and singing scales. The 
words high and low are also used and should be stressed. 
Another song which provides a stepwise progression from 
low do to high do is "The Ladder" from the American Singer 
Book I (also in Book 2). After teaching this song by rote 
and using hand motions, children can readily count the num-
ber of steps to climb before reaching the top of the ladder. 
A picture of a ladder may be drawn on the blackboard. The 
children decide that they have to put on eight steps because 
they had to climb up eight steps before they could go for a 
"fast and a furious ride". The steps should be drawn with 
t h e class counting from the lowest step to the highest; they 
should also be carefully numbered one through eight. The 
word low should be printed on the right hand side of the first 
step and the word high on the right hand side of the eighth 
step. 
/ 
g high 
7 
6 
5 
4 
3 
2 
-
1 low 
By singing again the pattern songs The Chimes, The 
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Scales and the Ladder, children should be helped to see that 
the part of the songs which sing do ti la sol fa mi re do 
always travel down and up by step, just like the ladder song 
does. Count the number of steps in the singing scale; dis-
cover that there are eight tones, one for each step on the 
ladder. 
"Each tone of the scale lives on a special step 
of the ladder. Can you tell me where high do 
lives?" (Sing high do and picture it.) "Yes, 
that's easy - high do lives on step No. e. I'm 
going to write his name. This is the way it 
looks." (Write do; sing it.) "Who knows what 
tone of the scale lives way down 'low' on step 
No. 1." (Picture it.) "Let's find out." (Sing 
from high do down to low do.) 
Fill in each 
scale tone. 
with high do 
we're after. 
step with the name of the correct 
Generally, it is necessary to start 
each time and sing down to the tone 
The scale has been pictured on the ladder as 
follows: 
8 do high 
7 ti 
6 la 
5 sol 
4 fa 
3 __!& 
2 re 
1 do low 
"Who can tell us what the name of the middle tone 
of the scale is?" (If they don't know, sing the 
whole scale using hand motions. Children should 
recognize sol by hand position.) "Yes, 'sol' 
lives right in the middle of the musical scale. 
Let's find out on what step sol lives." (Sing 
and point to scale names on ladder; stop when 
you come to number five.) "Here's sol. Where 
did we say sol lived? Right in the middle of 
the singing scale on step number -- five. I'll 
write middle beside his name." (Add the word 
middle.) 
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Each one of these steps should be carefully pre-
sented and thoroughly absorbed before the next 
step is presented. These plans do not constitute 
the whole of the music period, only the portion 
devoted to music reading. Therefore, it is to be 
expected that the teaching of the Scale song and 
development of the scale ·concept will take at 
least five days. Teaching of the ladder will take 
two or three days, depending upon your class; 
teaching of the position of tones on the ladder 
and careful tone-matching of each tone will take 
several weeks. Naturally, the children would be-
come bored if we repeated the procedure of scale 
teaching exactly each day. Th~ following varia-
tions are offered: 
1. The teacher and children sing the scale to-
gether, the teacher pointing to each step 
and name. · 
2. Sing the pat·tern songs. Have a child "be 
teacher" and point to the names of scale 
tones whenever they occur in the song. The 
whole class continues to sing, always using 
hand motions to show the way the song travels 
down or up. 
3· Individual child comes to the blackboard, 
points and sings. 
4· Teacher asks child who is "teacher" whether 
he'd like to start singing the scale from 
high do down or low do up. Child chooses. 
Teacher asks what tone will you sing going 
down from do. Answer: ti. Teacher, if child 
has chosen low do, "What tone will you sing 
when you go up from low do?" Answer: re. 
(The correct sound should always be provided 
by the teacher and class and the individual 
child asked to match it.) 
5. After the children can point to the scale 
names easily, 
a. One child is "teacher" at the blackboard; 
one child plays the scale on the resonator 
bells. 
b. One child plays the scale on the bells 
from low do up. Class sings the scale 
going down, getting their pitch from the 
last high do played on the bells. Play 
this game vice versa. 
~ .• ~ J '·· 11'>'f",- v 
' · ·ivui ut Edoo :·;; n 
ji.J ·a ·y .--
.·.· ·. · 
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c. For further drill of the scale and practice 
in tone matching, 
(1) Use a set of flash cards; on each card 
should be clearly printed the name of 
a scale tone and its corresponding num-
ber. High do should also have the word 
high printed on it, one the word low, 
sol, middle. 
(2) Show one card at a time, preferably not 
in order. "I'm looking for someone who 
can tell me what this says." As each 
scale name is recognized, give it to the 
child who identifies it. Ask him to come 
to the front of the room and hold his 
card with its scale name in front of him 
so that the class can see what it says. 
After all eight cards have been given 
out, .ask the children to "be a scale". 
Place high do in a stationary place. 
Place low do at the opposite end, leav-
ing enough room for the other children 
to get into place. The children who 
have the other tones do not ahvays find 
the correct place. Help by asking ques-
tions of the whole class; refer to the 
ladder which should be on the blackboard. 
Give as many children as possible an op-
portunity to play the game. 
d. Further· scale practice: 
(1) "I'm looking for someone to be high do." 
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Sing all of these words on the pitch of 
high do; end by singing tone with sylla-
ble name "do". All children try matching 
the tone. Choose a child to try matching 
it. Choose a child who can imitate your 
tone easily for this high tone. 
Continue down the scale, looking for the 
other tones of the scale; always show 
the card with the corresponding scale 
name. Let the whole class match the 
tone, then individual children. Try to 
locate the uncertain singers so that you 
can help them match tones. As each child 
is given a card, he comes to the front of 
the room and finds his place in the scale. 
There should now be eight children up 
front, each holding a card. 
Directions: "I'm going to walk up and 
down in back of you~ Listen to what I 
sing all the time. vllien I tap you on 
the shoulder, sing your tone." (Demon-
strate.) Stand in back of high do. On 
pitch of e, fourth space, sing. "This 
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is high do. High do sing your tone - do." 
Tap him on the shoulder. If he sings 
before you tap him, be sure to remind him 
that he's to listen, but not sing until 
he's supposed to. Child should match the 
tone. If he cannot, ask him to listen 
again. Repeat several times. Do not 
"Penny Whistle" 
YPR-609 
(2) 
(3) 
make an issue out of matching the tone at 
this time. The fun will be taken out of 
the game. Go down and up the scale giv-
ing each child two or three opportunities 
to match his tone. 
If you have chosen a fairly good group 
that can remember their tones quite well, 
play a very familiar melody like "The 
Chimes", using the syllables. Children 
in their seats try to guess the name of 
the song . 
The simple repeats, returns and skips 
may be taught in the same manner to make 
children aware of the distance between 
tones. 
Young People's Records 
A music story which illustrates how 
the tones of a music scale may be 
derived from the clang of a frying 
pan, the whiz of a big truck, a 
bull frog, a cricket and a yellow 
bird. 
Development of Visual Discrimination 
The separ at ion of visual and auditory discrimination is 
not always possible in music. Successful music reading de-
mands ability to see it, hear it and sing it. The use of 
hand motions or drawing a picture of the way our song travels 
with our hands in the air has been the beginning of both audi-
tory and visual discrimination . The scale in ladder form has 
also been a combination. 
Another game which should help the children to develop 
t he eye movement from right to left and up and down is as 
follows: 
"Our scale has been climbing up and down a ladder. 
Can you think of someth ing .else that our scale 
could travel up and down on? Some of us have to 
climb a pair everyday to get to our classroom -
stairs. Now you have it. A pair of stair s. How 
do we build stairs? Who'd like to come to the 
blackboard and draw a picture of a pair of stairs 
that our scale could travel on? 
"Let's make it nice and big so that everybody can 
see it. Yes, we need all those steps for our 
scale. How many steps has he drawn, boys and 
girls? Eight. Do you suppose that you could 
walk up and down these stairs? Why not? That's 
right; we'd topple over. Let's drav1 some stairs 
that start way down lovv and have eight steps. 
If I draw a long line starting low over on my 
left, I'll have the first step; if I draw another 
line a little higher, and a little farther over on 
the right, I'll have the second step." (Draw 
steps . ) "Who'd like to finish the rest of the 
stairs? How many more steps will you have to 
draw? Six, etc." (Guide the drawing of each 
step.) Through questioning, get a child to fill 
the numbers of the steps and print or write the 
name of the proper scale tone. Draw the stairs 
going down and fill in. Emphasize going up, go-
ing down. Write the words ~ and down over the 
proper stair. Use the same game procedures as 
you did with the ladder. 
Variation 
Build the ladder, or stairs, on the flannel 
board. Let children do it. 
Draw big letters on drawing paper, all the let-
ters needed for the syllables. Have children 
cut them out and build the scale at their desks. 
This could be used as seat work and free the 
teacher to work with a small group in tone-
matching or scale building, or have them use 
the letters from their boxes. 
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Variation 
Use after "Penny Whistle". Using the resonator 
bells, ask child to find the tone block that 
sounds like high do . (Supply the pitch con-
stantly, so that he will have something to match. ) 
Find the tone block that sounds like ti, etc. 
Gradually start them off with high and low do. 
Ask them to find, through experimentation, the 
rest of the scale tones and put them in order 
from low to high do. 
In music reading, the eye should be trained to move from 
left to right. The successful reader is able to scan two 
phrases easily. He does it with practice. He always reads 
at least one measure ahead. The area which the eye must 
cover also makes music reading difficult for the untrained 
eye. The following game continues to make use of the device 
"drawing a picture of the way our song travels" and trains 
the ear as well as the eye. 
Starting on the left and drawing toward the right, 
draw short lines "down" and "up" to represent each 
tone of the scale. This could also be a lesson i n 
rhythm. Children are shown that long lines repre-
sent, or picture, long tones and short tones are 
presented by short lines. At a later time, note 
values could be inserted over the lines. 
Ex.: \ 
~ 
.L .. 
\ 
..._ 
~ 
.JII!.. .• 
1. 
~ 
L. 
\ 
L 
\. 
L 
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The scale using medi um 
long t ones pictur ed with, 
The scale using me · 
dium lengt h tone~ -
and short tones ~~ 
To further develop the eye's ability to move from 
left to right, up, down and straight across, use 
the "Up Step Song" (Graham, Essential Songs, Amer-
ican Book Company, 1937, p. 8.). 
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Teach the "Up Step Song" by rote with hand motions. 
Teach the syllable names with hand motions as a 
second verse. Draw the picture of the way our song 
goes on the blackboard using lines which travel 
straight across, up and down. 
5 
4 4 T 3 
T 2 2 
5 4 
T 
T TTT 
Up step, up step, up, then down step, Stand right still, then up ward run. 
T 
Now we' re coming down the lad-der, Don't you think that singing's fun. 
Use the above song with syllable names of scale 
added; also use with corresponding scale numbers. 
Also as a lesson in rhythm using kinds of notes 
used to represent long tones, etc. 
Use the pattern song "Back We Come" in the same 
manner as the above "Up Step Song". 
In writing out the "Up Step Song" and the "Back 
We Come" song, the teacher should guide the pu-
pils through carefully directed listening and 
questioning to do their own thinking. Questions 
such as "How does it travel? By step? By jump? 
Does it stand still and sing the same tone? Does 
it sing fast or slow; does it sing anything at 
all? Sometimes when the song isn't singing any-
thing, it's taking a rest and we have to use a 
special sign that tells us to stop singing and 
for how long to stop singing. It's called a 
rest and looks like this St'l • " 
The tune detective game may be played at this time 
to give added experience in intent, discriminative 
listening in addition to simple visual representa-
tion of what they hear. 
57· 
"This morning I'm trying to find all the detectives 
that we have in our room. How many of you know 
what a detective is? A man who hunts for people? 
He tries to solve murders? Yes, a detective does 
all of those things. I'm looking for a special 
kind of a detective - a TUNE DETECTIVE. What do 
you suppose a tune detective will hunt for? Tunes. 
Yes, and what will he have to use very carefully 
if he's going to find tunes? What does the detec-
tive in a story hunt for and what does he use to 
find them? He looks for clues, yes, and very of-
ten he finds them because he has sharp - who knows 
now? - sharp eyes and ears. My tune detective 
will have to have sharp eyes and ears, too. Some-
times you'll find the clue by watching my hand and 
so~etimes by not only watching but listening with 
your ears. Are you ready? Here we go! 
"A tune ran away and we're trying to find him. This 
is what he sounds like." (Hum a familiar tune such 
as "Oh, Susanna" or "Chimes".) "Who knows the name 
of the tune? Yes. You were a very keen detective. 
See if you can discover the name of the tune by the 
clues I give you with my hand this time." (Sing 
and draw a picture in the air of "The Chimes".) 
"Listen hard again and watch and I'll give you the 
clue again." {Repeat as many times as necessary 
and question as needed: "Did this . tune start up 
high or down low? Did it step or jump?, etc." 
Use this device on all of the pattern songs to 
start with. Carry it over into the use of the 
scale repeats and returns - sung to loo which will 
require children to identify the tones with sylla-
ble names. Vary by asking each child to sing with 
syllable names the tune he discovers. Vary it by 
having a child draw what he hears on the black-
board and sing it wil syllable names. A further 
variation of the tune detective game is to play 
a short stepwise phrase on the tone blocks. Have 
a child identify it with syllable names; write it 
on the blackboard; play it on the bells. 
While this music reading readiness program has been con-
ducted orally and the blackboard has been used to make the 
visual presentations, they should also be singing many rote 
songs from their text. They should have learned how to hold 
their music books and to find pages as directed. 
"Boys and girls, you have several books in your 
desk. How do you know which book to take out 
for reading. By the picture on the cover? By 
the color of the book? By the name of the book? 
Wbere do you find the name of the book printed?" 
(Develop this point as needed.) "How do you 
know which book is your music book? Oh, that's 
easy. Why is it so easy to find your music book? 
It has a very bright cover? Yes, is there any-
thing else that helps you find your music book 
quickly? The inside looks different from your 
other books? Why does it look different? It 
uses music signs? What do we call some of these 
music signs, do you know? Look in your music 
book and find some of the music signs. Which 
music signs have they used over and over again? 
The one with all the lines. Yes, the lines are 
the grown~up way of writing out the music lad-
der. It's called a staff. Let's look at all 
of the music STAFFS. Do they all look the same? 
Why do you think that they all look the same? 
I'll draw a big one on the blackboard so that 
we can all look at it together." (Draw and name 
lines out loud: first line, second line, third 
line, fourth line, fifth line.) "Are your eyes 
sharp? Wby do all the music staffs look the 
same? They all have the same number of lines 
and spaces. Yes, let's count them again." 
(Count and point to the staff on the blackboard.) 
"How many people noticed that we count the lines 
and spaces of our music staff from the bottom up? 
Is that the way we count the lines on our writing 
paper? No, so we'll have to remember that, when 
we're counting lines and spaces on the music 
staff, we always count from the - tell me - bot-
tom up." (Count again and point.) 
To drill: 
Let a child "play teacher" and point to the lines 
and spaces vdth a poi nter while .the rest of the 
class counts. 
Have individual children come to the blackboard 
and number the lines and spaces of the staff. 
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Have several children draw music staffs at the 
blackboard, ~nile the rest of the class draws 
them at their desks. 
Build music staffs on the felt board. 
Find the music staffs in the text. Find the 
first music staff on the page, the second one, 
etc. Frame them. Check each child. 
To learn more about the music signs 
"The other day we learned how to draw a music 
staff. Vfuo remembers what it looked like? It 
had five lines and four spaces. What was the 
v~ry special thing that we're going to r.emember 
about counting the lines and spaces of the music 
staff? We always count the lines and spaces from 
the bottom up. Let's coimt together." (Draw a 
big staff.) "What other signs do we use v-men we 
want to v~ite out 'grown-up music'? Let's look 
in our books and find out. What sign have you 
found? Show it to me." (As each child finds his 
music sign, either draw it on the blackboard or 
have a flash card with the sign drawn on it to 
show to the rest of the class.) "V'fuat sign do 
you find at the beginning of every music staff? 
Does anybody take piano lessons? They can tell 
us its name. A treble clef sign. Sometimes we 
call it by another name, a G clef sign. I'm go-
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ing to draw one on the music staff. Watch care-
fully. You may like to draw one some day. Let's 
say its name together • .A G clef.n (Point.) "Let 's 
find the G clef on the first page of music in our 
book. Point to it. I'm looking for helpers this 
morning." (As you find a child who has found the 
right sign, appoint him as the helper in that row 
or group to help the other children.) 
"Let's find the next sign on the music staff. Show 
it to me. Can you find a sign on the flash ·.·: cards 
that looks like the one in the book? We call that 
a sharp. Can you find another song in your book 
that has a sharp in the key signature?" (Use 
helpers again.) 
"Sometimes our songs have signs that look like this." 
(Either draw a flat or use a card, or flannel cut-
out.) "Can you find a song that uses a flat in the 
key signature?n (Practice hunting for songs that 
have sharps and flats in the key signature.) 
Follow the same procedure in discovering the time 
signature. 
"What do we call the signs that we find after the 
G clef, key signature and time signature? Can 
you tell me what they look like'?" (Develop ac-
cording to the answers given.) 
"The notes travel on the music staff just as the 
pictures you've drawn on the blackboard of your 
songs travel • . Sometimes they start up high on 
the music staff, sometimes down low, sometimes 
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in the middle. Sometimes they travel up, sometimes 
down, sometimes straight across. Let's sing the 
"Up Step Song" and find out how it travels." 
{Draw picture.) "Now, let's write it out using all 
the music signs. Do we have everything that we 
need? A music staff, a G clef, a key signature, 
let's put in one sharp. vfuere is the sharp? Is 
it on a line or a space? Can you count and find 
out the number of the line? Good for you! It is 
on the fifth line. 
"Do you think that this song starts up hi,gh, down 
low or in the middle?" {Discuss.) "It starts 
quite low. Let's draw a picture of do on the sec-
ond line . Where does the song go from there? 
Does it step up'? Does it step down? Does it 
stand still?" {Sing syllables; use hand motions 
until you get the right answer.) "Yes, the next 
tone steps up one place in the music scale. Vfuere 
is the next place on the music staff? Will it be 
a line or a space? Come and put your finger on 
the very next place. Don't forget the spaces. 
Now, where shall we draw a picture of the second 
tone of the song? On the second space." (Use 
noteheads only.) 
Continue to discuss each tone in the song in a 
similar manner. Call attention to the picture 
made by the notes • . · If the children have made 
use of the various kinds of notes as given ear-
lier in the name stepping game and in connection 
with line drawing to represent degree of pitch 
and duration, they will be ready to discuss the 
kind of notes needed to really make our music 
complete so that "anybody who can read the music 
signs could sing the song for himself". If not, 
delay discussion for another day. Carefully 
draw out that some tones are medium long and we 
use a quarter note to picture them; some notes 
are longer. If we listen hard, we can tell how 
meny beats they get. Ex.: half note, two beats. 
"Sometimes our song doesn't sing anything at all. 
It's telling us to take a rest. The sign that we 
use when we take a rest in singing looks like 
this." (Draw a quarter rest.) "How many beats 
or counts did we give the quarter note? One beat. 
This is a quarter rest. How many beats do you · 
suppose we'll give it? One." 
Review the writing of the "Up Step Song" on the 
flannel board. Figure out the "Back We Come" 
song in the same way. Follow with the "Chime 
Song". Play these songs on the xylophone for 
variation. 
After the children have been taught to understand the 
relationship between what they hear and see and how we fig-
ure it out or build it, they should be encouraged to look 
for groups of notes. This will train the eye to focus on a 
large area. The young child should not be asked to grasp 
a tonal phrase of more than four notes at once. wbile a 
good student in the second grade can learn five new tonal 
patterns a day, it would be well to attempt only ~ pattern 
a day (when taught classwise). 
The procedure in teaching tonal phrases by the "look-say" 
method is similar to that used in teaching words by the "look-
say" method. For music . the expression should be look~sing. 
The procedure should also be modified because there is not 
enough time devoted to music in the general set-up to make 
it practical. 
Draw the tonal phrase on a large piece of oaktag. 
Black crayon makes the symbols easy to see by the 
children in the back of the room; it also is de-
sirable because music in texts is printed with 
black ink. Hold the flash card so that all chil-
dren may see it. Ask the children to look at it 
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(1) Sing it for them. (2) Ask them to 
it "hard" again because you're going to 
to look at it and sing it afterward. 
he class makes a glaring error, ask them 
\and listen again while you provide the 
,sound pattern with your own voice. (4) 
class to sing it. · (5} Ask all the boys 
s in the first three rows to sing it • 
the boys and girls in the last three rows 
lt. (7) Ask all the girls to sing it. 
the boys. { 9). All the . ~ ople in the out-
etc. Ask for a volunteer to sing it all 
.f. Ask the whole class to sing it. Call 
·\r individual. Ask the whole class to 
': If the children who have been called on 
'l.ly do not sing the phrase correctly, be 
prrect them and have them try to match 
t ly. (Another opportunity to work with 
1singers.) In an ordinary lesson the 
thould have had an opportunity to sing 
e tonal phrase for the day 18 times. 
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en in the l owest group have had a slight 
y to learn it; children in the fastest 
r oup and medium group should have learned 
-~4il \4 'I "~~ '~\ "· I I 
. \ 1 
1
1 
\ ~y, review the tonal phrase which you 
'-3- \ \ 1 1 \ __ Lt:r .. .;; . Draw it on the blackboard. Compare 
I the phrase on the flash card with the blackboard 
version. · Each time have the class sing the phrase. 
If the name of the note or the pitch is incorrect, 
point it out to the class, supply the correct pit ch 
with your voice. Have the class imitate exactly. 
Have at least ten children sing the review tonal 
phrase individually. Each time have the class re-
peat it. 
Present a new tonal phrase using the flash card 
"look-sing" method. Drill in the same manner as 
the first tonal phrase. Have much individual work. 
If you have a good class that understands the pro-
cedure, you may be able to present the second phrase 
_ through the medium of the blackboard on the same day. 
After the class has learned the complete list of 
repeats and returns through this method {they have 
sung them orally many times before while playing 
the scale game and the tune detective game) drill 
many tonal phrases i n the same lesson. This should 
develop their ability to recognize instantly a 
given phrase and respond with the correct singing 
tones. 
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Draw each tonal phrase on the blackboard and have 
the children match the flash card with the proper 
phrase on the blackboard. Each time both child 
and class should look and sing the phrase. 
Variations: 
Place at least ten flash cards on the board with 
tonal phrases. 
(1) 
(2) 
{3) 
(4) 
(5) 
Teacher: "Please bring me the card that sings 
do, ti, la, sol."' (Tones are sung by the teacher.) 
The child who identifies the phrase holds it, 
sings, is corrected if he makes an error and 
holds it up for the whole class to sing. 
Teacher: "Who will find the card that sings?" 
(Sings the phrase to loo rather than syllables.) 
Child who identifies it sings it to loo, sings 
it with syllables, holds it up for the class 
to sing with leo and with syllables. 
Identify the phrase, sing it, play it on the 
bells. 
Listen to the bells as played by the teacher; 
find the song that is being played; sing it; 
class sings it; child plays it on the bells. 
Train Game 
Draw a large music staff on the blackboard. 
Sing the following phrase ' to the children us-
ing the syllable "loo". 
"Who can sing this little song with the syllables?" 
Have a child or two children try it. If they are 
able to sing it correctly, tell them so. Ask them 
to sing it again. Then ask all the children to 
sing it. 
Let the child wno has sung the tonal phrase, in-
dividually, "get on the train". He chooses the 
next child who tries to sing it. Each time the 
correct pattern is provided, the class sings it 
and the individual child sings it. The children 
on the train should provide the correct "sound". 
They should be corrected by the teacher if they 
"Twilight", 
Our Songs, 
C. C. Birchard, 
p. 126 
happen t o make an error. It should not be 
allowed to pass uncorrected. 
See the accompanying sheet for a list of 
tonal phrases to be used in t hi s "look-say" 
manner .. 
878 
8765 
123 
12345 
121 
111 
888 
8531 
1358 
131 
313 
353 
535 
585 
858 
All of the tonal phrases which the child will 
find in his notesinging songs should have been 
thoroughly presented and drilled before the 
child is asked to recognize them in his text .. 
In all of the practice given on matching of 
tonal phrases, the teacher should be sure to 
sing the rhythmic pattern carefully. Children 
should be required to notice the long tones, 
etc. 
Singing from the text with notes for the first time 
Prepare for thi s lesson by drilling 
the scale in descending order using 
quarter notes in the key of E. Pre-
pare for the skip re-sol by drilling 
it in the key of E. 
Copy the first four measures on the 
blackboard. Sing it. Have the class 
find the part that sounds like the 
scale. Find the part that sings re-
sol-mi-sol. When the class seems to 
understand this much easily, ask them 
to take out their music books and turn 
to page 126. (Write the page on the 
blackboard.) Help them find the page. 
Ask them to find the song that sings 
about the twilight. Turn yo:!lr own 
book around and point to the title. 
Ask the children to find the first 
staff of music in the "Twilight" song 
and to frame it. They should be able 
to do this because they practiced 
finding music staffs earlier in the 
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Tona l Phras es c ontinued 
year when they noticed the differ-
ences between their music books and 
their other books. Constant refer-
ence should have been made when 
singing rote songs about the music 
signs in the book. 
Ask the children to find the part of 
the music that sings the scale. (Go 
back to the blackboard and frame it.) 
Check up and down the rows quickly 
to see if each child has it. 
Find the place that sings (go back 
to the blackboard) re-sol-mi-sol; 
frame it and check it. Find another 
place in the song that sings the 
scale and re-sol-mi-sol. Give the 
children time to find the second 
staff. Help them by checking up and 
down the aisles. 
Practice framing the first staff of 
music and moving fingers down to the 
second staff quickly. 
"This time sing the song starting on 
the first staff way over on the left 
and singing to the right. vfuen you 
get to the end of the first staff, 
move your fingers down to the second 
staff and continue singing the song 
to the end." 
Much time should have been spent in 
preparing for this first notereading 
song so that success is assured. 
Teach the following songs in the or-
der in which they are listed. Pre-
pare each song. carefully by practic-
ing the tonal phrases used in the 
song through flash cards and board 
work. The skips to be sung should 
be practiced orally several days in 
advance before singing from the text. 
Children should be able to recall or 
recognize each skip easily. If they 
can't, they are not able to read from 
the book. 
-·t 
Our Songs 
C. c. Birchard 
Page 130 
130 
132 
121 
122 
124 
119 
123 
131 
130 
131 
132 
120 
125 
126 
133 
"High, Low" 
"Ups and Downs" 
"Wandering" 
"The Big, Big Sky" 
"Sun and Moon" 
"Storm Clouds" 
"Yoo-hoo" 
"Star" 
"Lightning Bug" 
"Seesaw" 
"Slumber Song" 
"Band Music" 
"lv1usical Mix-up" 
"Rainbow" 
"Little Black Cat" 
"A Long Trip" 
66. 
Daily practice, which makes use of 
both auditory and visual discrimina-
tion, is essential if music reading 
is to be successful. The practice 
need not always be from the text, 
although all the principles taught 
through board work, flash cards, etc., 
should be eventually applied in the 
text. 
Thus far, the children have played 
with the rhythm of their songs and 
concentrated on learning the skips 
with the time being of secondary 
consideration. As the need arises, 
the different kinds of notes used 
in the notesinging tonal phrases 
and songs and their time value should 
be discussed. 
Discriminative Listening for the Rhythmic Elements of Music 
"Li ttle Indian Drum" 
YPR-619 
Young People's Records 
Prepare for this lesson by either 
having a small Indian drum avail-
able or by having the children make 
drums. 
This record tells the story of a 
little Indian boy, Red Fox. His 
father gave him a drum which could 
talk i f he would learn how to make 
it talk. 
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one for the word "I" and one for "am". 
Draw the two eighths on the bla'ck-
board. ~ \' \ 
. . .-
I am here. 
Draw out other messages which could 
be sent via drum-beat and their visual 
representation. 
Notesinging songs from n:r.1erry Iv1usic" which should be 
presented through the look-sing method: 
Page 9 
31 
19 
22 
26 
27 
34 
33 
37 
51 
117 
118 
119 
81 
80 
85 
120 
121 
142 
143 
88 
90 
99 
100 
101 
117 
104 
105 
122 
123 
123 
125 
126 
127 
"Garden Musician" 
"Bean Porridge Hot" 
"The Spinning Song" 
"Meeting and Parting" 
"Small Scouts" 
"Ball Games" 
"From Sheep to Sweater" 
"Five Flavors" 
"Stop! Look! Listen!" 
"Country Road" 
"The Merry-Go-Round" 
"Dancing is Fun" 
"North Wind" 
"Now-a-days and Then-a-days" 
"The Little Eskimo" 
"Button, You Must Wander" 
"Subtraction" 
"Hark to Her 1\lighty Voice" 
"The End of the Rainbow" 
"Harvest Moon" 
"The Morris Dance" 
"Polka" 
"Song of Praise" 
"Good King Wenceslas" 
"Good VJ'ishes" (Christmas) 
"Old Noel" 
"The Sledge" 
"Valentine" 
"Zooming" 
"Ohl What a Treat" 
"Tailors" 
"Tower Music" 
"Rest Tune" 
"Air Music" 
Three rhythmic patterns are demon-
strated on the drum, with their 
accompanying messages in words. 
~ ~ ) ~ Where is Red Fox? 
~~ ). 
• • I am here. ~~ 
- -
\. 
-
Run, father! 
After listening to the story, dis-
cuss the messages i-'Thich Red Fox and 
his father exchanged. 
Let a child be Red Fox and play on 
his drum. Let another be Tall Hunter. 
Children will have to listen several 
times to the drum talk to find out 
exactly what it says. Practice it on 
the drum. Children in their chairs 
can clap it. Write out the rhythm 
of the drum talk on the blackboard 
using lines of varying lengths to 
represent long, short and medium tones. 
Play it on the drums. 
As the class absorbs the rhythms, dis-
cuss the kind of notes we could use 
to represent the drum music so that 
anyone could play it. 
"Tones which are neither very long nor 
short, fast nor slow, but a r e medium 
long are called quarter\ notes. They 
look like this." (Dra~on blackboard.) 
"How many medium long tones did Tall 
Hunter beat? Let's listen again and 
count them. Four of them." · {Draw.) 
"Do you know what kind of notesckWe use 
when we want to draw a picture of a 
fast tone, one that moves quickly?" 
(Answer will depend upon the past ex-
perience of the child.) "We'll use a 
fille d in note with a stem and a fl ag." 
(Draw.) "How man~ t~net3 did you hear? 
Listen." (Chant • • ~ 
I am here.) 
Draw out that we have to use t wo music 
signs because we heard t wo drum beats, 
Page 129 "Mary Contrary" and "Little Boy Blue" 
Teach the chi ldren the meaning of D.C. 
A form of shorthand. Go back to the 
beginning and sing the song all over 
again; do the same for verses 3, 4, and 
5 written under the first ending. On 
the 6th verse, skip over the first end-
ing and sing the 2nd ending. 
130 "A Picnic" 
131 "A Lovely Color" 
131 "Dancing" 
131 "Silver Maple Trees" 
132 "Making Music" 
135 
133 
134 
137 
139 
138 
140 
140 
154. 
141 
144 
149 
159 
150 
151 
(Call attention to the change of time 
signature in the middle of the song.) 
"Sail Away" 
"My Piano Lesson" 
nTick, Tock" _(U.se rhythm sticks to call 
attention to s.-: ~ d- • ) 
"When I Get Up in the Morning" 
"The Minuet" 
"Shepherds Watching" 
"Bread in the Oven" 
(Good for introduction of 1 ~ . ) 
"Going to the Fair" 
"Just the Same" 
"The Willow Plate" 
"Christmas Bells" 
"Waterproof Gowns" ( ,, \ \ 
"0, To See a Giant" Show.. as well as •• 
"A Funny Mandarin" 
"Tinker and Cobbler" 
. ) 
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The following procedure may be used to develop both aud-
itory and visual discrimination. 
"The Saucy Sue" 
Merry Music, P• 76 
"Let's sing a song about the Saucy 
Sue. What do you suppose the Saucy 
Sue is? Turn to page 76 in your 
music book and find out." (Sing 
the song with the words to the class.) 
"I like to sing this song because it 
travels along with a good swing. 
You'll learn this song very quickly. 
Do you know why? Yes, because it 
has such a good swing, but I knew 
that you would be able to learn this 
song quickly just by looking at the 
music. vfuat did I see in the music 
that told me so? What told me that 
this would be an easy song to learn? 
I'll sing it again. Look at the 
words and the music." {Sing first 
verse. 
"Now who had sharp eyes? Yes, there 
are phrases or parts of the music 
that repeat the same words and tune 
over and over again. Who can find a 
phrase where the tune and words are 
repeated? Tell us. - Let's frame it. 
'Way, now, we're away, boys. ' Hm'l 
many times can you find this phrase? 
Three times. Find the first place 
and frame it." {Teacher sings the 
phrase each time.) 
nFind the second place where it sounds 
the same. Find the third place. 
Sing it with me. Find another part 
or phrase of the tune that repeats 
itself over and over again. Vfuere 
is it? Frame it. (I'll sing a song 
of the Saucy Sue) How many times 
does this phrase come into the song? 
Find the first place; frame it." 
(Sing it.) "Find the second." {Sing 
it.) "Find the third place." {Sing 
it.) "How many different phrases 
have we found so far? Two?" 
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"Let's find a phrase that's entirely 
different from the two that we've 
already found. Who has found it? 
Wbat are the words? ' We sailed her 
east and we sailed her west.' Yes, 
that's the third part of this song's 
tune. How could you tell that this 
phrase of the tune wasn't like any 
other? It sounded different vvhen I 
sang it? Yes, you can tell by lis-
tening carefully. How could you 
tell if I didn't sing the song to 
you? By the way t he notes trave lled. 
They make a different picture on the 
music staff. Sometimes we say that 
t he notes make a different pattern. 
Let's sing the whole of the song to-
gether and notice t he phrases that 
are the same and the phrases that 
are different." 
Review for "The Saucy Sue" 
The next time that the class sings 
t he song, review the three different 
phrases that make up t he tune. 
n•rhis time, let's see how quickly you 
can move your eyes from one music 
staff to another. I'm going to sing 
'The Saucy Sue', but I'm not going 
t o sing the words. See if you can 
find the phrase that I'm singing. 
Watch and listen." 
Sing the first phrase using either 
syllables or "loo". Class identifies 
it. Sing the same phrase again. Class 
should identify it as being the same 
phrase and frame it in the music. Sing 
t he 3rd phrase; class identifies it. 
Sing the 1st; identify. Sing the 3rd; 
identify. Sing the 2nd; identify. 
Reverse the order at times to check 
guessing. Repeat the same phrase. 
Song Review ~or "Saucy Sue" 
After song has been reviewed by class 
as a whole: 
"How many sailors do you suppose are 
singing this song? How many are in 
the crew? Do you think that one 
sailor sings part of it alone and 
that all the other sailors sing 
another part of it? What do we call 
that part that the sailor sings by 
himself? A solo." (Compare to solo 
flying.) 
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"How do you know that only one sailor 
sings part of the song? (By the 
words. He says 'I' and the sailors 
sing 'we'.) Which phrase of the tune 
does the solo sing? Find it. It's 
the first one. l.Nh ich phrase do the 
sailors sing? The second. Do the 
sailors always sing the second phrase 
only? (No, they sing the third phrase 
too.) ~vhat about the sailor ll'fho sings 
the solo? What does he sing? Look 
and find out. He only sings the first 
phrase of the melody. Who'd like to 
be the solo sailor? Jirmnv vrill be 
the s olo sailor. Bobby, David, Norman 
and Paul will be the crew." (Sing. ) 
Using the Resonator Bells as an Aid to IVIus ic Reading 
"Happy Easter Day" 
Merry Ivlusic, p. 125 
St1?-dy the song with the syllab les 
uslng the method deBcribed on page 64. 
Have individual singing. The bells 
may be used in two ways. 
1. One child plays the whole song on 
the bells. If he does, be lls are 
not removed from case. This is 
the best method of continuing to 
teach music reading by phrases, 
but it does not give many children 
the opportQnity to play. 
2. The bells which are needed to play 
the song are removed from the case -
F, G, A, B , C and D. 
Teacher: "Think hard before you put 
your hand up to answer the questions 
I'm going to ask. If you have the 
right answer, you may play a tone bell." 
1. " ~'here is low do in this song?" Ans. 
on the first space. 
"Evening Hymn" 
Merry Music, p. 124. 
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"Come to the blackboard and point to the 
first space." {If child finds the cor-
rect space, hand him the F tone block 
with a mallet and say, "You're low do. 
Watch your music and play everytime you 
come to low do. That means that you'll 
have to sing the son~ to yourself all 
the time from the beginning to the end." 
Proceed in the same manner with G, A, B, 
C and D which are re, sol, la, ti and 
high re. Be sure to give out the correct 
"D" tone bell. Each right handed child 
should place his tone block "way up over 
the ink well" so that he can read the 
letter name which is printed on it. His 
music book should be on the left hand 
side of the desk. 
Ask each child to play his tone block as 
he is called. Ex.: low do, re, mi, fa, 
sol, la. Let children discover that the 
best tone may be had when the tone bell 
is struck in the middle rather than sides. 
The metal bar must not be touched with 
hands because it mutes or completely 
stops the tone. 
Children should play the song throughout 
without stopping, if possible. Time 
should be strictly kept. Children not 
playing should be following the song in 
their books. Children may be asked to 
sing their tones as well as to play them. 
The advantage of this method is that a 
child has to follo\'T the music carefully 
if he is to be an effective player in 
the group. The time factor is apt to 
mean more to him. More children have an 
opportunity to play. 
If the class has been successful in the 
use of the resonator bells on the first 
song, "Happy Easter Bells", skip the 
syllable singing step. Use either the 
first or second method. If you are using 
the second way, be sure to tell the child 
the ~ of his tone block. 
After the song has been learned, let the 
children decide which parts should be 
played with bells and which parts sung. 
Chapter III 
Advanced Music Reading 
Children entering the fourth grade, who have been care-
f ully motivated and guided through the music reading readi-
ness program, will respond to the more intellectual aspects 
of music reading with enthusiasm. If the background exper-
iences with music have been adequate and enjoyable, they will 
undertake the interpretation of the printed musical symbols 
with interest. They will be able to note minute details with 
care and will strive to sing a song from beginning to end 
without stopping, regardless of mistakes. This does not in-
fer that the period of "readiness" is over, for it is a never-
ending process, regardless of grade level. It does mean that 
the average fourth grader is, at this age, interested in suc-
cessfully mastering all of his school subjects, music included. 
The approach is still mainly: hear it, see it, think 
it, sing it, except that even more emphasis should be laid 
on visual discrimination. The eye is now able to make the 
difficult sweeps and to recognize both the word and accomp-
anying melodic pattern simultaneously. 
The music reading experiences in grades 4, 5 and 6 should 
provide abundant opportunity for children to interpret the 
printed symbols with their singing voices with less help from 
the teacher. The spirit of independent singing should be 
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fostered and encouraged. 
Independent singing is painlessly achieved when the 
children have not been required to sing material beyond 
their ability. To ensure success, much practice in the 
s i nging of simple notesinging material is desirable. 
The following plans are designed to center attention 
upon visual discrimination and development of the ability 
to hear inwardly what is seen. 
"Old Noel" 
We Sing, 
C.C. Birchard Co., 1942 
Boston, p. lS 
Follow the musical score. This 
song has been chosen as the first 
song to be used in this way be-
cause it hasn't any words. The 
child's attention will be focused 
on the melody only. If a piano is 
available and the teacher can play 
the tune accurately, it is effective. 
"Boys and girls, today we're going to 
hear a veDr old Christmas song. In 
fact, this tune was first sung way 
back in the year 1300." (\'lri te date 
on the blackboard.) "Can you think 
back that far? Was it before the 
time your fathers were in the fourth 
grade? Or your grandfa t hers? Just 
how long ago was it? Do we have any 
mathematicians in this room?" {1>'irite 
1953 above the 1300- 1953.) 
-1300 
"Who has the answer? 653 years ago? 
Let's see." {Do arithmetic out on 
board.) "Yes, long before our grand-
fathers v.rere in the fourth grade." 
(Some children may be interested in 
knowing that a generation is 33 1/3 
years and that it would be your grand-
father 20 times removed. The century 
f or 1300 is the 14th.) 
"Nov v..ratch the music carefully while 
I play it on the piano." {Play the 
single melody line in strict time.) 
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"Find the first phrase and frame it. 
Find a phrase which is just like it." 
(Play the phrase eabh time.) "Find 
another ph~ase that's like th e first. 
There isn't another jus t like it. Can 
you find one that's almost the same? 
Yes, the last 8 measures; the first 2 
measures a re the same; the l a st 6 a re 
different. The middle pr rase is en-
tirely different." (Play the whole 
song again, chi ldren followi ng the 
printed music with their eyes.) 
Revision: Ask a child who can play 
an instrrunent fairly well to play the 
melody while the class follow in the 
text. If a student can play the ac-
companiment, ask them to play with 
t he solo instrument. Discuss the ac-
companiment and its function by asking 
children to listen t o the melody in-
strument alone. Listen to the accompan-
iment alon~; listen to the effect when 
both play t ogether. 
The me s to be used to follow t he score: 
·lve Sing: Page 33 -
52 -
65 -
83 -
85 -
Theme - Beet hoven 
From Sonata No. 4 - Mozart - The Turkish 
March 
Theme- Wagner- r astersingers 
Theme - Reverie - Tschaikowsky 
Theme - Dussek 
Call attention to the two music staffs which are 
joined with a brace. . Let a child \\ThO studies piano 
explain the use of the treble clef on the upper 
staff and the bass clef on the lower staff. Prac-
tice finding the two staffs that go along together 
and framing them. Find the melody line. Children 
should discover tha t it is on the upper staff - the 
staff with the G clef and the notes that re present 
the melody are all written ·vdth the stems going up. 
Play it again. Find the accompaniment notes. It 
will take several repetitions to teach children to 
absorb the two staffs of printed symbols and to de-
velop the ability to separate the melody line from 
the accompaniment line and to find the counter mel-
odies in the right hand. 
Page 123 - Theme from Pastoral Symphony - Beethoven 
After the children have had the experience of follow-
ing short musical scores which require them to comprehend 
the single melody line and the simple melody and accompaniment 
involving either two or three staffs, children would be inter-
ested in learning to follow a score such as "'Twas t he night 
before Christmas", as arranged by the Fred Waring people. 
Prepare for this lesson by playing the record for 
listening and enjoyment of the poem. At a later 
date, give each child a mus1c score. Discuss the 
meaning of s-x-T B as standing for soprano, alto, 
tenor and bass. That means that we're going to 
hear both men and women singing. The high sound-
ing women's voices are called sopranos; the low 
sounding women's voices are called altos. Find 
the clef that has been set aside for the sopranos 
and altos. Find the clef that the tenors and basses 
are going to sing from. Point out the brace wh ich 
connects the two staffs that the singers use. Find 
the other two staffs written for the piano. Notice 
t hat they are joined together with a different kind 
of a brace. Notice that all four staffs are joined 
together to show that all four staffs will sound at 
the same time. Practice finding the second set of 
four staffs. Turn the page fast; pages are turned 
just like the pages of a reading book. 
Play the record again, allowing the children to fol-
low either the words or music. The first time they 
generally follow the 1tvords, walk around the room 
and help individual children as necessary. 
If children ask questions, answer them at this time; 
if not, delay discussion of details for succeeding 
lessons. 
Points to notice: 
1. The word unison on page 1 means that both altos 
and sopranos sing the same tones. Later on in 
the second brace, the basses and tenors sing 
the same melody. 
2. The words are written underneath the bass staff 
when the basses sing them; underneath t h e G clef 
when the sopranos and altoe sing them. So vve 
have to look at all four staffs to see what is 
happening. 
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3· On page 8, everybody sings the same words, but 
each part has different tones, so the words 
are written underneath each staff to make it 
easier. 
4· Notice that the piano accompaniment sometimes 
plays the same melody as the voices are sing-
ing, but more often it plays something differ-
ent which makes the music sound more interest-
ing. The piano often plays an interlude; that 
is, it plays all by itself. The voices rest 
as it does on page 4 at letter C. 
5. The letters are used so t hat the musicians can 
find their places quickly when they're practic-
ing certain parts. They could have used numbers just as well. 
Illustrate by asking them to start listening at 
letter G, page 8. 
The amount of time spent on a lesson of this 
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type will depend upon the class. Many children 
will be intere~ted in knowing about all of.the 
music symbols; their questions should be answered. 
The number of separate lessons spent on "'Twas 
the Night bef,ore Christmasn will again depend upon 
the attitude and interest shown both by teacher 
and class. 
Filmed music scores are of interest and value. Slides 
are of even greater va lue because they can be viewed for as 
long or short a period of time as desired. The tonal phrases 
wh ich have been used on fl ash cards may be put onto slides. 
' The short themes of famous composers mentioned earlier may 
also be put on slides. 
After the children have studied a nQmber of themes, they 
coutd be asked to identify from notation. This would make it 
necessary for them to hea r inwardly what they see. 
The writing of original tunes is of great value t o the 
music reading program. The success of this venture depends 
upon the classroom teacher's belief in the value of creative 
activity and her confidence in her own ability to carry it 
through. 
To notate a song, use the same procedure as outlined 
on page 56, t o write out the "Up Step Song". The following 
suggestions have also proven valuable and are offered by 
1 Louise Kifer l'vlyers. 
Suggestions for Writing the Notation of an Original Song 
1. Vlrite the words clearly and widely spaced under the music 
staffs. 
2. Read the lines t~ discover the accented words or syllables. 
3· Read it with several different accents; read it out loud 
swinging your arms or tapping the rhythm to discover the 
strongest accents. 
4. Draw a line under the accented words or syllables . 
5. Place the measure line on the staff just before each ac-
cented word . 
6. Determine the number of strong and weak beats in each meas-
ure; place the number where the upper figure of the time 
signature goes. 
7• Read the lines again to decide the phr ase rhythm. 
8. Place the kinds of note s underneath the words. 
9. Ivlake up a tune using the rhyt hm decided upon. Us e any 
method to remember it - notes, syllables, numbers. 
10. After you have decided the melody, decided the key to 
write it in, write it out on the music staff using the 
kind of notes you decided upon in step number 8. 
-=------~- -·--· 
lLouise Kifer Myers , Teaching Children in the Elementary 
Schools . Prentice-Hall, New York, 1950. 
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11. Check your song by playing it on the piano to see if it 
sounds exactly the way you intended it, or have someone 
play it for you. 
12. Smooth out the rough spots in the melody that seem to 
lack character, or unity. 
13. After you have polished the song, copy it neatly for the 
permanent copy which anyone should be able to pick up, 
read, play or sing. (Personal addition) 
Part Singing 
Part singing ,is one of the most valuable aids to music 
reading. Successful, easy part singing depends upon the 
child's ability to hear two or more tones sounding at once 
with discrimination. He should be able to hear a tone and 
determine whether or not the tone he is singing is correctly 
matched to the other tone. If the basis for auditory dis-
crimination has been firmly and carefully developed, part 
singing will be a welcome challenge for the children. 
The customary approach to part singing has been through 
the round. Children who have learned the simple rounds, su ch 
as "Are You Sleeping?", "Three Blind Mice", "Row, Row Your 
Boat", etc. in the first, second and third grades, can easily 
sing them in two parts in the fourth grade. Children who 
have heard t he teacher add a harmony part to familiar melo-
dies have had their eyes att~ned to listening for harmony or 
parts. Occasionally a few children will · express an interest 
in joining her on the harmony parts. 
"1flarianina" 
Vle Sing, p. 160 
Children learn the song with sylla-
bles and words. After the children 
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"Oh! Susanna" 
We Sing, P• 5 
"She'll Be Coming Round 
the Mountain" 
We Sing, P• 162 
"Covered Wagon Days" 
Our Land of Son~, 
C.C. Birchard Co., 
Boston, 1942, P• 5 
have learned the song very well and 
have requested it often, the teacher 
can sing a second part which will 
sound below the melody. The chil-
dren should notice that a part has 
been added, that it sounds well with 
the tune and that it sounds below 
the melody. 
Same procedure as above or add a 
harmony part using short tone to 
"plink 11 which should represent the 
banjo. 
Same procedure as above, except that 
harmony part will sound above the 
melody. 
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Adding of a harmony part should be 
done only with songs which have been 
very well learned and which demand 
harmonization. Many carols fall into 
this category. The "Star Spangled 
Banner" lends itself to harmonization 
on certain phrases. First on -
11 And the rocket's red glare, 
The bombs bursting in air," 
and again 
"O'er the land of the free 
And the home of the brave." 
Teach this song by note. After the 
class has learned the words, the 
teacher adds a harmony part - below 
the melody - in Jrds and 6ths. Dis-
cuss - it sounds below the melody. 
Ex.: 
Ex.: 
Melody 4 
4 
4 
Harmony 4 
I 
~~;· 
Melody 
Harmony 
Melody 
Harmony 
Melody 4 
4 
Harmony 4 
4 
8 2 
~ t 
... 
3 
\ 
3 
t 
-
2 
'-\. 
-
8 
\ ~ ~ -loJn5 ' Roll a , roll a - lon , roll a - lon 
1 2 3 3 4 ~ 5 4 I 6' ~(" ~ -~ ''-
-- -'- - . \:: \.::::: 
- # , c::l' . 
6 8 5 3 4 5 8 2 3 
~ ,, \ 
- _, 0 · s ~' J . 5,\. \ \ 
-
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wa - on rains. Roll a - lon roll a - lon , 
1 2 3 
tS 
8 2 3 3 2 8 
~ ~ \ 
- . -roll a - lon a -
~-
3 4 
~ S' 
-Roll a -
lains. 
3 
\ 
In subsequent lessons, the teacher 
adds a harmony part which varies, 
or rather imitates, in rhythm. 
5 8 2 
J . ~ ~ .. 
-lon roll a -
5 5 5 3 3 
Roll a - long long )- ~ .... \ 0 • 
Combine examples 1 and 2 so that 
a harmony part which sounds be l ow 
and imitates results. 
Further development of ear training 
preparatory to part singing by note 
through listening of simple t wo part 
music as played by instruments. 
"Pastoralen Making use of vvhatever instrument 
children in class can play. Add the 
counter-melody as given on page 43. 
Children follow music as played by 
i nstruments. ·Eventually some chil-
dren may like to sing the counter-
melody as it is played by a solo 
instrument. 
Our Land of Song, 
P• 43 
The Beginning of Formal Part Singing 
Sing one of the songs which the class has frequently 
sung with spontaneous harmony. Songs such as "Oh, 
Susanna" and "Covered Wagon Daysn. 
"Wben v-.re first learned " Covered Wagon Days", we all 
learned the melody of the song. Can you think of a 
s hort four-letter word which means the s ame thing 
as melody? It begins with 't'. Yes, a tune. What 
have they written out for 'Covered ~·'lagon Days' in 
the book? .The tune or the melody? The tune. The 
single line of notes travelling along makes up the 
tune. 
"But we've been singing a second part to t h is song 
to make it sound mo r e interesting. Is t he second 
part written out in the book? No. How do you know 
what tunes to sing? You've been f ol lovdng my voice? 
·well , how does the teacher know what tones should be 
sung? There aren ' t any notes 1..,rritten out in the book 
th at she can follow. She's making it up. That's 
true. But do you suppose that 'lrve knm.v v..rha t ton es 
to sing? What tones to sing that will go well wit h 
the melody? Will sound well with the me lody? We've 
studied music so we know. That's true, too, but 
you can find the tones that will go with a tune; 
you don't have to wait for the teacher to sing it 
for you. 
nwben you're painting what you have to use to make 
a l ovel y blue-greEn sea. What do you use? Colorsl 
From your paint box and you mix them up unt il you 
ge t the colors you want that go well together. You 
r emember what those colors are and use the same ones 
next time. There are two things that you have to 
know 'When you're going to mix tones together so 
that they will blend, ·or harmonize. First, where 
to find the tones, and second, how to use your 
ears so that you can check yourself and be sure 
that you've chosen the right tone. 
"Vfuo knows where the tones come from? You know. 
You sing it a lot. In the first and second grades 
you sang many songs that talked about it. You drew 
pictures of the way it travels like this." {Demon-
strate descending sca le pattern.) "Who knows? The 
scale. Every song is made up of the tones of the 
scale. Each song has the tones arranged in a dif-
ferent pattern so that it makes a tune that is dif-
ferent from any other. rr Ovrite out scale names on 
blackboard in column form.) "The scale is the first 
thing we have to know about to blend tones or mix 
tones beautifully. Vfuat is the second thing that 
we have to know? How to use your ears to ch eck 
yourself. \'/hat do you do when you check yourself 
in arithmetic? Make sure that you have the ri ght 
answer by proving it. By adding a column of figures 
from the top to the bot.tom," {Demonstrate.) 138 "and 
45 
24 
~ 
then adding them from the bottom up to see if you 
get the same answer and if you do, it must be right. 
"If you use your listening ears, you can check your-
self in very much the same way. You can tell whether 
or not you have added the right tones together to 
blend or harmonize. Let's try it. Take a tone of 
the scale and match every other tone of the scale 
against it and find out if it blends or matches, 
sounds well together, pleasffiyour ear. 
"You sing low do and hang on to it for f our counts. 
I'll sing re. You decide whether or not you like 
it." {Sing.) "Did you like the way those two tones, 
do and re, blended? Some of you definitely didn't 
like it; some of you do, but most of you don't like 
it. 
"Try another! 
four counts. 
You sing low do and hang onto it for 
What tone will I sing? 1-U." {Sing.) 
"How many liked that combination 
body liked it. Let's mark it." 
line between do and mi, one and 
a third apart." 
8 do 
7 ti 
6 la 
5 sol 
4 fa 
mi 
re 
do 
"Let's try the next combination. 
Do- fa." (Sing it.) "Did you 
much." (Be sure to allow class 
combination.) 
do-mi? Yes, every-
{Draw a curved 
three.) "They're 
What vvill it be? 
like it? Not too 
to discuss each 
(Try do- sol.) "Yes, some like it and some do 
not." (Continue to try each combination marking 
all those that children approve of. Generally, 
do - la will be readily checked. The octave, low 
do to high do, will be approved but considered un-
interesting. ) 
-"Now we've tried every tone of the scale against a 
low do. Which tones did we like with our ears? 
Do to mi, do to la and we didn't mind the sound of 
do to do. We didn't like do to sol very \'lell, but 
it might get by. vfuat can you notice about the 
combinations we liked? How far apart were they?" 
(Frame Nos. 1 and J. Generally, they'll say two 
tones apart.) "In music, when we v-rant to tell the 
distance between two tones, we count the lowest 
note as 1, count the notes in-between and the top 
note. How far apart are do and mi?" (Point to 1, 
2, J.) TtThree. Yes, we call that the distance of 
a third. vVhat is it? A third." 
Proceed to analyze each combination deciding whether 
we liked it with "our ears" and how far apart they 
are. 
"Who can tell us which tones we liked the best? Do -
mi and do - la. How far apart were they? A third 
and a sixth. Tones which are a third apart or a 
sixth apart always blend well - sound 'sweet' to 
our ears. Octaves are all right. They don't make 
discords," (Discuss discords . ) nbut they don't sound 
very interesting. 
"Vfu.ich tones didn't we like? Do - re, a second; 
do - fa, a fourth; do - sol, a fifth; and do - ti, 
a seventh. Vie say that these tones are sour or 
not pleasing to our ears. Just because they're 
sour doesn't mean that we're never going to use 
them. You know if we ate nothing but candy for 
every meal every day, very soon you'd be very tired 
of it and glad to eat some meat, vegetables and 
sour pickles. It's the same with music. A song 
that uses thirds, sixths and octaves sounds very 
pleasant, but if a second, fourth, fifth or seventh 
is put in in jus t the right place once in a while, 
it makes the music more alive and interesting. 
S6. 
"Let's sing 'Covered Wagon Days' again. Can you 
tell \"lhen we've used t hirds, sixths, fourths, 
fifths. Listen to yourown part and the other part 
while you're singing." (Using the same shorthand 
as given in previous lesson on ncovered Wagon Days", 
have class analyze tones sung and the numerical 
combinations used.) . 
Follow the last lesson with another short familiar 
rote song which the children will harmonize them-
selves, through experiment and discussion. (Do not 
use music given in a text that is for children to 
look at.) 
Ex.:. 
The chorus of "The Battle Hymn of the Republic", 
Julia v1Tard Howe 
Page 17 - All American Song Book 
Robbins Educational Edition 
Robbins Music Corporation, 1942 
"Silent 
Page S 
Night" 
- Christmas in Song 
Theodore Preuss Rubank, 
Chicago, 1946 
"Angels Vie Have Heard on High" 
Page 40 - Christmas in Song 
Inc. 
The following devices may be used to foster the develop-
ment of part singing and train the ear. 
Blend tones as follows: 
1. Class sings long sustained "do" l,vhile teacher 
adds a sustained tone above or below. 
2. Reverse - teacher sings "do". Class sings 
tone which will blend. 
3. Divide class up into two parts. Class sings 
given tones in response to teacher's signals 
(order determined beforehand.) 
Vary this procedure by changing the number 
of beats each chord is held. Change the dy-
namics of each chord from very loud to very 
soft or from very soft to loud, or medium loud 
to soft, to medium loud, to loud. Sing a pre-
determined phrase such as do - re - do; other 
side, mi - .fa - mi. Let children choose com-
binations they would like to try. 
Introduce a two-part song from the text carefully. 
Explain the staffs; practice finding them. Be sure 
each child knows that when the stem of the note goes 
both up and down, both parts sing the same tone. 
Sing a two-part song as you would a one-part song. 
If the ear training has been adequate, the class 
will sing simple two parts simultaneously, with few 
errors. 
Our Land of Song, 
C. C. Birchard, 
Boston, 1942. 
Page 7 
15 
25 
30 
119 
162 
164 
"Morning Hymn" 
"Si, Senor" 
"Go 'way, Old Man" · 
"Young America Sings" 
"Glendy Burk" 
"Mary's Lullaby" 
"Skate and Sing" 
Plan to aid in the development of part singing which should 
train the ear and eye 
This plan should help children to follow the score with 
ears and eyes by increasing the eye motion and span: first, 
by learning to follow the single melody line and, later, by 
following or scanning three music staffs, simultaneously, to 
increase their ability to focus on a larger area. Effective 
part singing is obtained only when the singer is aware of 
the complete harmony. 
ncome, Ye Thankful 
People, Come 11 
Music Everywhere, 
Bostb~, 1953, P• 177. 
"This is an old Thanksgiving song 
which many of you have s ung before 
in school. Some of you sing it in 
your churches at Thanksgiving time. 
Let's sing the melody t oget her." 
(Sing in one part.) 
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"Did you notice t hat this s ong is 
written for three different parts? 
Who can tell hm..,r the parts are ar-
r anged on t he page - how t hey 've 
been printed?" (If a chi ld can ex-
plain t his step , have him do it; 
other~~Yise be sure to explain your-
self. Practice finding the first 
set of staffs, the second , the t hird.) 
"How many music staffs are there in 
this song? Eight. How many sets 
of music staffs are there? Four sets. 
How many different lines of music a re 
there? Four." 
Find the first line of the soprano 
part and frame it. Find the sec ond 
line of the soprano. Find the t hi r d, 
the fourth, the first. 
Find the first l ine of t he second part 
and frame it. Find the second, t hird, 
f ourth lines; the second, first, t h ird, 
f ourth. (Check to see if f ingers are 
placed correctly by wa l king around the 
room. ) 
Find the first line of the t hird part, 
the second line, t hird line and fourth 
line. 
"Let's find out how well you can hear 
with your eyes. I' m going to sing 
one of the three parts in the Thanks-
giving song. See if you can tell 
whether it's the first, second or 
third part? Hunt for it with your 
eyes." (Sing t he melody or first part.) 
"Who knows which part I s ang and where 
it is on the page; frame it. That was 
easy. It was the first part of the 
melody, on the first line of music. 
Find t his." {Sing first line of the 
second part with syllables. If the 
children don't get it, sing it again.) 
"Yes, it vias the sec ond part on the 
first musi c staff. Follow it while 
I sing it again .lf (Sing .) nHere's 
the next part. Find it." {Sing the 
melody, first two measures; repeat 
above procedure in identify ing.) 
11 Now who can tell which part I'm sing-
ing?" {Sing first line of third part.) 
"Find it and frame it. \iv'ho has the 
answer?n {Follow the same procedure. 
Be sure that each child can find the 
phrase after it has been identified.) 
Gradually expect children to follow 
two consecutive lines of a part. vfuen 
they can successfully and easily find 
the parts sung, reduce the number of 
measures sung to four. Sing two meas-
ures of the melody followed without a 
break to two measures of the second 
part. f Sk children to identify tones 
sung exactly. 
Ex.: The first two measures of the 
tune on the first music staff 
and t he last two measures of 
the second part on the first 
music staff. 
i'vben class is able to make the above 
distinctions, make even finer dis-
criminations. Ex.: First measure of 
second part, second measure of alto. 
Even greater discrimination may be 
develo ped by using t he syllable "loon 
instead of the syllable names. 
On succeeding lessons ask children to 
sing the phrase they have identified 
e·ither with "loo" or syllables. 
Songs for Part Singing 
Music Everywhere 
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11 
11 
16 
25 
27 
28 
29 
30 
33 
35 
42 
44 
52 
60 
81 
Conclusions 
184 
182 
102 
"Polly-Wolly-Doodle" 
"Morning Song" 
"Queen of the Night" 
"John Peel" 
"Farewell to Santa Lucia" 
"A Tuneful Trio?" 
"A Fall Lullaby" 
"The Carillon" 
"The Ladies of Cadiz" 
"Boating Song" 
"The Music of the Bells" 
"A Petition" 
"Cielito Lindo" 
"Cooper's Song" 
"What Can the Answer Be?" 
"The Caravan" 
"Old Colony Times" 
"New Year's Carol" 
"Goin' to shout All Over God's Heaven" 
The preceding plans for music reading have been offered 
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as ~ approach which may be feasible within the existing con-
ditions in the public school. An attempt has been made to uti-
lize the findings made in the general language field that the 
classroom teacher will approve of and find helpful in the 
teaching of music reading. 
These plans have not stressed the need for small group 
work based on the learning rate of each child. This is not 
an oversight, but takes into consideration the limited amount 
of time devoted to music and the fact that the majority of 
classroom teachers prefer to handle music and art in a class-
wise manner. However, when music reading has been based on 
the learning rate, tremendous progress has been made, the 
correlation between excellent music readers and excellent 
language readers being very high. Out of a group of twenty-
three children, nine fell into group one musically; of the 
nine, five were also in group one for language reading. 
Four children fell into group three for music reading; one 
child of this group fell into group two for language reading. 
Ten children fell into group one for music reading ability; 
five, in group one for reading ability. 
In all music teaching, regardless of the manner in 
which the class is divided for the purpose of instruction, 
the teacher should aim to provide the proper motivation and 
·opportunity for growth for each child according to his ca-
pacity to benefit from such instruction and experience. 
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Appendix 
Test to Determine "Readiness" for Successful Music Reading 
"Today we're go~ng to take a test in music to see how much 
we have learned about music. Let's see how well you can 
write using musical shorthand. What's the first thing we 
have to do if we're going to take shorthand? Listen care-
fully, and then write what we hear." 
I. "Listen very carefully to the tones which I'm going to 
play on the tone bells. If you think the pitch of the 
tone is high, circle the word high on your paper. If 
you think the tone sounds low, circle the word low." 
l. high 
2. high 
3· high 
4· high 
5· high 
low 
low 
low 
low 
low 
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II. "This time I'm going to sing a short tune. Tell whether 
the tones travel up or down. Circle the word that gives 
the right answer." 
1. up down 
2. up down 
3· up down 
4. up down 
5· tip down 
III. "Listen to the tunes. Tell whether they sing or travel 
by step or skip." 
1. step skip 
2. step skip 
3· step skip 
4· step skip 
5. step skip 
IV. "Listen to each tune carefully. Instead of singing the 
words or the syllable names of the tones, I'll sing 
them to 'loo' like this. Listen again and write out 
the syllable names of the tones you heard." (Demon-
strate on blackboard.) 
ans.: do re mi sol sol la sol mire do re mimi redo 
1) 
2) 
V. "Listen to the drum beats. Draw a long line for all the 
beats that you think are pictures of long beats and 
short lines for all that you think are short." 
1 
2 
3 
4 
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VI. "Listen to the drum beats. Draw pictures of the r hythm 
using all the music signs that tell us how long or short 
t o make a tone." 
1 
2 
3 
4 
VII. 
99. 
Circle a~l the notes that \ep,esen~hort tones. 
.l ~ s ~ . ~ - - - - .\ Circle all the notes that represent long tones that get 
two counts. \ l \- C" \ \ \ tP. ~ -- . - _, 
Circle all the tones that represent medium long tones that 
get one beat or one count. .\ .\ ~ . \"- ~ ~ ~ \... \ 
-- -~ 01 --Circle all the 
Circle all the 
to be silent . 
or play, 
'1 7 
Circle all the signs that get three counts or three beats. \. - \"' \ \ 
. .. ~ - d . • _\ c::; • 
VIII. Fi l l in the blanks with the correct word or words. 
The scale has tones. 
The scale may travel or 
The tune or melody of a song can jump or skip; it can 
also travel by and across. 
The name of the highest tone of the scale is • 
The name of the lowest tone of the scale is • 
The name of the middle tone of the scale is • 
The name of the tone one place above the middle tone of 
the scale is 
The name of the tone one step below high do is • 
The name of the tone bne step below mi is 
The name of the tone one step above mi is • 
The name of the tone one step above low do is • 
IX. Circle the quarter notes in the following: 
1 .~ ~ } ) n 0 \ ~ \.. 
-Circle the hay notes 
1 \ \ 
'• , 
"' 
0 
Circle the dotted half note 
1 '\ ~ cJ . n -. ., 
iircl\ th t dotted quarter note 
• t::l' ~ . ~" d . ~ 4:# 
Circle the eighth notes and the quarter rests. 
1 \ 
' "" 
\ ' ~ 7/ ';t, 
-
D _, ~ 
-· -
X. Write out the syllable names of the notes in the tunes 
that follow: 
DO IS ON THE SECOND LINE 
) ~ 
1--rl 
' 
_. 
- "' 
_. I I , 
\
-
~ - J r 
-
\ \ ~. 
l ) 
--
- J 1 I J r 
- "' """' 
'"" 
1/ r--' ] - J 
. J -
1' 
I II 
) ~).\.- _ \ 
rn- \ \ \ \ t 1 
-
til' P"h. 1 \ 
-' 
\ \ \ \ 
I 
' 
,...-
' 
,.._.. 
-
, 
-
, 
-
\ • ,, 
./j 
' 
I , -
r ll 
XI. "Here are three tunes. Listen to the tune that I'm 
playing. Check the one you think it is." 
1 . '" 
) l 
' ' v .. 
, \ j \ I • 
l ~ ' .... I tP ~ I , - \ \ I \ \ ' 
\ 
K -v n ~ l 1 \ 
-· 
l \ J , 1 
'" 
~- I . I 
- •• 
, .... p 
~ 
-
.. 
2. ll Jl.~ 
"1l \\ Jl... • 
-
I I I \ 
L ...... ~ .. , \ 
'\ " - \ 
_\ J I 
-
, 
_fl' 
-
\ 
-· I 
' 
I I I \ , -\ \ l 
' 
I I \ ,-,, 
... ) • 1 ., , . I I \ , J 
'1 ., 
I l t 
" I) \ 1 \ J J _l 
J ~\ \ 
-
\ \ \ ... \ \ \ \ 
-
.a 
l ''V _r) .. ~ ~ 
' -
r , \ \ 
-
\ r 
""' 
I-' ., 
' 
, ., I , 
-
J I 
) ., 
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Teacher's Copy of the Readiness Test 
Prepare the children for this test by acquainting them with 
terminology used in the test questions. This should be ac-
complished through the daily teaching. Give the children 
the opportunity to work at the board circling the beats, etc., 
writing out the scale or syllable names so that this will not 
be an obstacle to them. 
Read each question to the children as they work each problem. 
I. 1. (Strike pitch of e fourth space, g clef) ans. 
2. (Strike pitch of middle c, g clef) ans. 
3· (Strike f fifth line, g clef) ans . 
4· (Strike eb fourth space, g clef) ans. 
5· (Strike e first line, g clef) ans. 
II. Sing to syllable loo. 
1. Scale going down ans. down 
2. Scale going up ans. up 
3. Do-sol-mi-do ans. down 
4· Do-la-fa-re ans. down 
III. Sing using syllable loo. 
1. 123455432321 ans. step 
2. 878765654321 ans. step 
3· 13586818 ans. skip 
4· 8686425313531 ans. skip 
5· 87876565432345676765554321 · ans. step 
IV. Sing to loo at least three times. 
1. do do re ti do re mi mi fa (America) 
high 
low 
high 
high 
low 
2. do mi sol sol sol sol do sol mi fa sol sol (Marine's 
Hymn) 
V. Beat out each pattern 
l. f- ) ~ 
2. ~ l r l ¥ t/11 , .. 
3· -f n _\ 
4· 1 _\ r~ 
out the drumbeats 
three t \imes. 
~ -l ..\ 
-~ J 
-~ .n 
written out under No. V. VI. Beat 
